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PREFACE. 

I n^vv. had three objects before me in writing this book. 
The first concerns the general reader. 'No one needs assist- 
ance in order to perceive Shakespeare's greatness; but an 
impression is hot uncommonly to be found, especially 
amongst English readers, that Shakespeare's greatness lies 
mainly in his deep knowledge of human nature, while, as to 
the technicalities of Dramatic Art, he is at once careless of 
them and too great to need them. I have endeavoured to 
combat this impression by a series of Studies of Shakespeare 
as a Dramatic Artist. They are chiefly occupied with a 
fçw master-strokes of art, sufficiCt to illustrate the rCÙ¿utiÙu 
Shakespeare creatcd in the Drama of the world--a revolution 
hot at ouce perceived simply because it had carried the 
Drama at a bound so far beyond Dramatic Criticism that the 
appreciation of Shakespeare's plays was left to the unin- 
structed public, while the trained criticism that ought to have 
recognised the new departure vas engaged in clamouring for 
other views of dramatic treatment, which it failed to perceive 
that Shakespeare had rendered obsolete. 
While the earlier chapters are taken up with these Studies, 
aa 
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the rest of the work is an attempt, in very brief form, to pre- 
sent Dramatic Criticism as a regular Inductive Science. If 
I speak of this as a new branch of Science I ara not ignoring 
the great works on Shakespeare-Criticism which already 
exist, the later of which have treated their subject in an 
iuductive spirit. What these still leave wanting is a recognilion 
of method in application to the study of the Drama: my 
purpose is to clairn for Criticism a position arnongst the 
Inductive Sciences, and to sketch iii outline a plan for the 
Dramatic side of such a Critical Science. 
A third purpose has been to make the work of use as an 
educational manual. Shakespeare now enters into every 
«cheme of liberal education ; but the annotated editions of 
his works give the student little assistance except in the ex- 
planation of language and allusions ; and the idea, I believe, 
prevails that anything like the discussion of literary character- 
istics or dramatic effect is out of place in an educational 
work--is, indeed, too ' indefinite' to be ' examined on." Ten 
)'ears' experience in connection with the Cambridge Univer- 
sity Extension, during which my work has been to teach 
literature apart from philology, has confirmed my impression 
that the subject-matter of literature, its exposition and 
analysis from the sides of science, history, and art, is as good 
an educational discipline as it is intrinsically valuable in 
quickening literary appreciation. 
There are two special features of the book to which I may 
here draw attention. Where practicable, I have appended in 
the margin references to the passages of Shakespeare on which 
my discussion is based. (These references are to the Globe 
Edition.) I have thus hoped to reduce to a minimunl the 
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element of personal opinion, and to give to my treatment at 
least that degree of definiteness which arises when a position 
stands side by side with the evidence supporting it. I have 
also endeavoured to meet a practical dilîïculty in the use of 
Shakespeare-Criticism as an educational subject. It is usual 
in educational schemes to naine single plays of Shakespeare 
for study. Expefience has convinced me that methodical 
study of the subject-matter is hot possible within the compass 
of a single play. On the other hand, few persons in the 
educational stage of life can have the detailed knowledge of 
Shakespeare's plays as a whole which is required for a full 
treatment of the subject. The present work is so arranged 
that it assumes knowledge of only rive plays--The «L'rchan/ 
of Vent'ce, Richard III, llIac&lk,Jult'us Ccesar, and l(,)tg Zcar. 
Not only in the Studies, but also in the final review, the 
matter introduced is confined to what tan be illustrated out 
of these rive plays. These are amongst the most familiar of 
the Shakespearean Dramas, or they tan be easily read before 
commencing the book ; and if the arrangement is a limitation 
involving a certain amount of repetition, )'et I believe the 
gain will be greater than the loss. For the young student, at 
all events, it affords an opportunity of getting what will be 
the best of all introductions to the whole subject--a thorough 
knowledge of rive plays. 
In passing thê book through the press I have received 
lnaterial assistance from my brother, Dr. lXIoulton, Master of 
the Leys School, and from my College friend, Air. Joseph 
Jacobs. With the latter, indeed, I have discussed the work 
in ail its stages, and have been under continual obligation to 
his stores of knowledge and critical grasp in all departments 
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of li:erary study. I cannot even attempt to naine tbe many 
fi'iends--cbiefly fellow-workers in tbe University Etension 
lovement--tbrougb whose active interest in my Shake- 
speare teaching I bave been encouraged to seek for it 
publicalion. 

RI('HARD (;. IOUI.TON. 
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INTRODUCTION. 

I'LEA FOli" AN INDU'CTIVE SCIEA'CE 
OF LITEIAI t- C'ITICISM. 



INTRODUCTION. 

N the treatment of literature the proposition which seems troposi - 
to stand most in need of assertion at the present tton. 
moment is, lhal lh«re is an induclive science of lil«rary crilicism. 
As botany deals inductively with the phenomena of vegetable 
life and traces the laws underlying them, as economy re- 
views and systematises on inductive principles the facts of 
commerce, so there is a criticism hot less inductive in cha- 
racter which has for its subject-matter literature. 

The presumption is clearly that literary criticism should tresump - 
follow other branches of thought in becoming inductive tfon in .. 
 Javour oJ 
Ultimately, science means no more than organised thought ; indf«tive 
literary 
and amongst the methods of organisation induction is the criliism. 
most practical. To begin with the observation of facts; to 
advance from this through the arrangement of observed 
facts ; to use à priori ideas, instinctive notions of the fitness 
of things, insight into far probabilities, only as side-lights for 
suggesting convenient arrangements, the value of which is 
tested only by the actual convenience in arranging they 
afford; tobe content with the sure results so obtained as 
' theory' in the interval of waiting for still surer results based 
on a yet wider accumulation of facts : this is a regimen for 
healthy science so widely established in different tracts of 
thought as almost to rise to that universal acceptance which 
we call common sense. Indeed the whole progress of 
science consists in winning fresh fields of thought to the 
inductive methods. 
lB 
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Yet the great mass of literary criticism at the present 
moment is of a nature widely removed from induction. The 
prevailing notions of criticism are dominated by the idea of 
assa),z'nK, as if its function were to test the soundness and 
estimate the comparative value of literary work. Lord 
Macaulay, than whom no one has a better right to be heard 
on this subject, compares his office of reviewer to that of a 
king-at-arms, versed in the laws of literary precedence, mar- 
shalling authors to the exact seats to which they are entitled. 
And, as a matter of fact, the bulk of literary criticism, 
whether in popular conversation or in discussions by pro- 
fessed critics, occupies itself with the merits of authos and 
works ; founding its estimates and arguments on canons of 
taste, which are either assumed as having met with general 
acceptance, or deduced from speculations as to fundamental 
conceptions of literary beauty. 
It becomes necessary then to recognise two different kinds 
of literary criticism, as distinct as any two things that can be 
called by the same naine. The difference between the two 
may be summed up as the difference between the xvork of 
a judge and of an invesliglor. The one is the enquiry into 
what ought tobe, the other the enquiry into what is. 
Judicial criticism compares a new production with those 
already existing in ortier to determine whether itis inferior 
to them or surpasses then ; criticism of investigation makes 
the same comparison for the purpose of identifying the new 
product with some type in the past, or differentiating it and 
registering a new type. Judicial criticism has a mission to 
watch against variations from received canons ; criticism of 
investigation watches for new forms to increase its stock of 
species. The criticism of taste analyses literary works for 
grounds of preference or evidence on which to found judg- 
ments; inductive criticism analyses them to get a closer 
acquaintance with their phenomena. 
Let the question be of Ben Jonson. Judicial criticism 
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starts by holding ]3en Jonson responsible for the decay of the 
English Drama. 
Inductive criticism takes objection to the word 'decay' as 
suggesting condemnation, but recognises ]3en Jonson as the 
beginner of a new tendency in out dramatic history. 
]3ut, judicial criticism insists, the object of the Drama is 
to pourtray human nature, whereas ]3en Jonson bas painted 
not men but caricatures. 
Induction sees that this formula cannot be a sufficient 
definition of the Drama, for the simple reason that it does 
hOt take in ]3en Jonson ; its own mode of putting the matter 
is that ]3en Jonson has founded a school of treatment of 
which the law is caricature. 
]3ut Ben Jonson's caricatures are palpably impossible. 
Induction soon satisfies itself that their point lies in their 
impossibility; they constitute a new mode of pourtraying 
qualities of character, not by resemblance, but by analysing 
and intensifying contrasts to make them clearer. 
Judicial criticism can sec how the poet was led astray; the 
bent of his disposition induced him to sacrifice dramatic 
propriety to his satiric purpose. 
Induction has another way of putting the matter : that the 
poet has utilised dramatic form for satiric purpose; thus by 
the ' cross-fertilisation' of two existing literary species he has 
added to literature a third including features of both. 
At all events, judicial criticism will maintain, it must be 
admitted that the Shakespearean mode of pourtraying is 
infinitely the higher : a sign-painter, as IIacaulay points out, 
can imitate a deformity of feature, while it takes a great 
artist to bring out delicate shades of expression. 
Inductive treatment knows nothing about higher or lower, 
which lie outside the domain of science. Its point is that 
science is indebted to ]3en Jonson for a new species ; if the 
new species be an easier form of art it does not on that 
account lose its claim to be analyse& 
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4 INTRODUCTION. 
The critic of merit ean always fall baek upon taste: who 
would hot prefer Shakespeare to Ben Jonson ? 
But even from this point of view scientific treatment can 
plead its own advantages. The inductive critic reaps to the 
full the interest of Ben Jonson, to which the other has been 
forcibly closing his eyes; while, so far from liking Shake- 
speare the less, he appreciates ail the more keenly Shake- 
speare's method of treatment from his familiarity with that 
which is its antithesis. 
It must be conceded at once that both these kinds of 
criticism have justified their existence. Judicial criticism has 
long been established as a favourite pursuit of highly culti- 
vated minds; while the criticism of induction tan shelter 
itself under the authority of science in general, seeing that it 
has for its object to bring the treatment of literature into the 
circle of the inductive sciences. It is unfortunate, however, 
that the spheres of the two have hot been kept distinct. In 
the aetual practice of criticism the judicial method has obtained 
an illegitimate supremacy which has thrown the other into the 
shade; it has even invaded the domain of the criticism that 
claires to be scientific, until the word crilicism itself has suf- 
fered, and the methodical treatment of literature has by tacit 
assumption become limited in idea to the judicial method. 
Explanation for this limited conception of criticism is not 
far to seek. Modern criticism took its fise belote the 
importance of induction was recognised: it lags behind 
other branches of thought in adapting itself to inductive 
treatment chiefly through two influences. The first of these 
is connected with the revival of literature after the darkness 
of the middle ages. The birth of thought and taste in 
modern Europe was the Renaissance of classical thought 
and taste ; by Roman and Greek philosophy and poetry the 
native powers of out ancestors were trained till they became 
strong enough to originate for themselves. It was natural 
for their earliest criticism to take the form of appl,ing the 
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classical standards to their own imitations: now we have and i tf 
testing I, 
advanced so far that no one would propose to test ex-dctssical 
clusively by classical models, but nevertheless the idea of modeis. 
lesling still lingers as the foot idea in the treatment of litera- 
ture. Other branches of thought bave completely shaken off 
this attitude of submission to the past: literary criticism 
differs from the test only in being later to move. This is 
powerfully suggested by the fact that so recent a writer 
as Addison couples science in general vith criticism in 
his estimate of probable progress ; laying down the startling 
proposition that ' it is impossible for us who live in the later 
ages of the world to make observations in criticism, in 
morality, or in any arl or science, which bave not been 
touched upon by others' ! 
And even for this lateness a second influence goes far to lartly that 
. metkods of 
account. The grand literary phenomenon of modern times sjoumalis m 
journalism, the huge apparatus of floating literature of which bave in- 
vaded sys- 
one leading object is to review literature itself. The vast in- temalee 
crease of production consequent upon the progress of printing eril#ism. 
has made production itself a phenomenon worthy of study, and 
elevated the sifting of production into a prominent literary 
occupation; by the aid of book-tasters aIone ean the 
ordinary reader keep pace with production. It is natural 
enough that the influence of journalism should pass beyond 
its natural sphere, and that the review should tend to usurp 
the position of the literature for which reviewing exists. Now 
in journalism testing and valuation of literary work have a 
real and important place. It has thus corne about that in 
the great preponderance of ephemeral over permanent 
literature the machinery adapted to the former bas become 
applied to the latter: methods proper to journalism have 
settled the popular conception of systematic treatment; and 
the bias already given to criticism by the Renaissance bas 
been strengthened to resist the tendency of all kinds of 
thought towards inductive methods. 
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History will thus account for the way in which the criticism 
of taste and valuation tends to be identified with criticism in 
general: but attempts are not wanting to give the identifica- 
tion a scientific basis. Literary appreciation, it is said, is a 
thing of culture. A critic in the reviewer's sense is one who 
has the literary faculty both originally acute and developed 
by practice: he thus arrives quickly and with certainty at 
results which others would reach laboriously and after tem- 
porary 'misjudgments. Taste, however arbitrary in appear- 
ance, is in reality condensed experience; judicial criticism is 
a wise economy of appreciation, the purpose of which is to 
anticipate natural selection and universal experience. He is 
a good critic who, by his keen and pÆactised judgment, can 
tell you at once the view of authors and works which you 
would yourself corne to hold with sufficient study and 
experience. 
Now in the first place there is a flaw in this reasoning: it 
omits to take into account that the judicial attitude of mind 
is itself a barrier to appreciation, as being opposed to that 
delicacy of receptiveness which is a first condition of sensi- 
bility to impressions of ]iterature and art. It is a matter 
of commonest experience that appreciation ma)" be inter- 
fered with by prejudice, by a passing unfavourable mood, or 
even by uncomfortable external surroundings. But it is by 
no means suflïcient that the reader of literature should divest 
himself of these passive hindrances to appreciation : poets 
aie pioneers in beauty, and considerable activity of effort 
is required to keep pace with them. Repetition may be 
necessary to catch effects--passages to be read over and 
over again, more than one author of the saine school to 
be studied, effect to be compared with kindred effect each 
helping the other. Or an explanation from one who has 
already caught the idea may turn the mind into a receptive 
attitude. Training again is universally recognised as a ne- 
cessity for appreciation, and to train is to make receptive. 
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13eyond ail these conditions of perception, and including 
them, is yet another. Itis a foundation principle in art- 
culture, as well as in human intercourse, that sympalhy is 
grand interpreter: secrets of beauty will unfold themselves to 
the sunshine of sympathy, while they will wrap themselves 
all the closer against the tempest of sceptical questionings. 
Now a judicial attitude of mind is highly unreceptive, for it 
necessarily implies a restraint of sympathy: every one, 
renmrks Hogarth, is a judge of painting except the con- 
noisseur. The judicial mind has an appearance of receptive- 
ness, because it seeks to shut out prejudice : but what if the 
idea of judging be itself a prejudice ? On this view the very 
consciousness of fairness, involving as it does limitation of 
sympathy, will be itself unfair. In practical lire, where 
we have to act, the formation of judgments is a necessity. 
In art we can escape the obligation, and here the judicial 
spirit becomes a wanton addition to difficulties of appre- 
ciation already sufficiently great; the mere notion of con- 
demning may be enough to check out receptivity to qualities 
which, as we have seen, it may need our utmost effort to 
catch. So that the judicial attitude of mind cornes to defeat 
its own purpose, and disturbs unconsciously the impression 
it seeks to judge ; until, as Emerson puts it, ' if you criticise 
a fine genius the odds are that you are out of your reckon- 
ing, and instead of the poet are censuring your caricature 
of him.' 
But the appeal made is to experience: to experience let 
it go. It will be round that, speaking broadly, lhe wole 
hislor_y of crd?ism bas fieen a lriumph of aulhors over crilics : 
so long as criticism has meant the gauging of literature, so 
long its progress has consisted in the reversal of critical 
judgments by further experience. I hesitate to enlarge upon 
this part of my subject lest I be inflicting upon the reader 
the tedium of a thrice-told tale. But I believe that the 
ordinary reader, however familiar with notable blunders of 
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criticism, has little idea of that which is the essence of my 
argument--the degree of regularity, ainounfing to absolute 
law, with which criticism, where it has set itself in opposition 
to freedom of authorship, bas been round in time to have 
pronounced upon the wrong side, and has, after infinite waste 
of obstructive energy, been compelled at last to accept 
innovations it had pronounced impossible under penalty of 
itself becoming obsolete. 
Shakespeare-crificisin affords the most striking illustration. 
Its history is nmde up of wave after wave of critical opposi- 
tion, each retiring further belote the steady advance of 
Shakespeare's faine. They may alinost be traced in the 
varying apologefic tones of the successive Variorum editors, 
until Reed, in the edition of I8O3, is content to leave the 
poet's renown as established on a basis which will ' bid 
defiance to the caprices of fashion and the canker of tiine.' 
The first wave was one of unmeasured virulent attack. 
Rymer, accepted in his own day as the champion of 
'regular' crificisin, and pronounced by Pope one of the 
best critics England ever had, says that in Tragedy Shake- 
speare appears quite out of his element : 
His brains are turned ; he raves and rambles without any coherence, 
any spark of reason, or any rule to control him or set bounds to his 
phrensy. 
The shouting and battles of his scenes are necessary to keep 
the audience avake, 'otherwise no sermon would be so 
strong an opiate.' Again : 
In the neighing of an horse, or in the growling of a mastiff, there 
is a meaning, there is as lively an expression, and, may I say, more 
humanity, than many rimes in the tragical flights of Shakespeare. 
The famous Suggestion Scene in Olhello bas, in Rymer's view, 
no point but'the mops, the Inows, the griinace, the grins, the 
gesticulation.' On Desdemona's 
O good Iago, 
What shall I do to win my lord again? 
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he remarks that no woman bred out of a pig-stye would talk 
so meanly. Speaking of Portia he says, ' she is searce one 
remove from a natural, she is own cousin-german, of one 
pieee, the very saine impertinent flesh and blood xvith 
Desdemona.' And Rymer's general verdict of Olhello-- 
which he considers the best of Shakespeare's tragedies-- 
is thus summed up: 
There is in this play some burlesque, some humour and ramble of 
eomical wit, some show and some mimicry to dive»t the spectators : but 
the tragieal part is plainly noue other than a bloody farce, xvithout sait 
or savotlr. 
In the eighteenth century Lord Lansdowne, writing on 
'Unnatural Flights in 1)oetry, ' could refuse to go into the 
question of Shakespeare's soliloquies, as being assured that 
'hOt one in ail his works could be excused by reason or 
nature.' The same tone was still later kept up by Voltaire, 
who calls Sbakespeare a vriter of monstrous farces called 
tragedies ; says that nature had blended in him ail that is 
most great and elevating with all the basest qualities that 
belong to barbarousness witbout genius ; and finally proceeds 
to call his poetry the fruit of the imagination of an intoxicated 
savage.--lIeanwhile a second wave of opinion had arisen, 2. Thc 
.. Shake- 
not conceiving a doubt as to the total inadmissibility of me searean 
Shakespearean Drama, yet feeling its attraction. This is Drama 
  held inad- 
perhaps most exactly illustrated in the forgotten cnuc missiNe, 
Edwards, who ruled that 'poor Shakespeare'--the expression yet attmc- 
is his own--must be excluded from the number of good tire. 
tragedians, yet ' as Homer from the Republie of Plato, with 
marks of distinction and veneration.' But before this the 
more eelebrated dramatists of the Restoration had shown the 
double feeling in the way they reeonstructed Shakespeare's 
plays, and turned them into 'correct' dramas. Thus Otway 
ruade the medioeval Capulets and lIontagus presentable by 
giving them a classieal dress as followers of Iarius and 
Sulla; and even Dryden joined in a polite version of The 
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Z'empesl, with an original touch for symmetry's sake in the 
addition to the heroine Miranda, a maid who had never 
seen a man, of a -suitable hero, a man who had never seen a 
3. The maid.--Against loud abuse and patronising reconstruction 
Shake- , 
stearea n the silent power of Shakespeare s works ruade itself more 
Dra»la ad- and more felt, and we reach a third stage when the Shake- 
mittedwitl spearean Drama is accepted as it stands, but with excuses. 
£dCCM$£S. 
Excuse is ruade for the poet's age, in which the English 
nation was supposed to be struggling to emerge from bar- 
barism. Heywood's apology for uniting light and serious 
matter is allowed, that 'they who write to ail must strive 
to please all.' Pope points out that Shakespeare was 
dependent for his subsistence on pleasing the taste of 
tradesmen and mechanics; and that his 'wrong choice of 
subjects' and 'wrong conduct of incidents,' his 'false 
thoughts and forced expressions' are the result of his being 
forced to please the lowest of the people and keep the worst 
of company. Similarly Theobald considers that he schemed 
his plots and characters from romances simply for want 
of classical information.--With the last name we pass to yet 
another school, with whom Shakespeare's work as a whole is 
not felt to need defence, and the old spirit survives only 
in their distribution of praise and blame amongst its different 
defence as a 
7vhole, but parts. Theobald opens his preface with the comparison 
ikraisedaml of the Shakespearean Drama to a splendid pile of buildings, 
blamed in 
itsparts, with 'some parts finished up to hit the taste of a con- 
noisseur, others more negligently put together to strike 
the fancy of a common beholder.' Pope--who reflects the 
most various schools of criticism, offen on successive pages-- 
illustrates this stage in his remark that Shakespeare has 
excellences that have elevated him above ail others, and 
almost as many defects; 'as he has certainly written better 
so he has perhaps written worse than any other.' Dr. John- 
son sets out by describing Shakespeare as 'having begun 
to assume the dignity of an ancient '--the highest coin- 
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mendation in his eyes. But he goes on to point out the 
inferiority of Shakespeare's Tragedy to his Comedy, the 
former the outcome of skill rather than instinct, with little 
felicity and always leaving something wanting; how he 
seems without moral purpose, letting his preeepts and 
axioms drop casually from him, dismissing his personages 
without further eare, and leaving the examples to operate by 
chance; how his plots are so loosely formed that they might 
easily be improved, his set speeches cold and weak, his 
incidents imperfeetly told in many words which might be 
more plainly deseribed in few. Then in the progress of his 
commentary, he irritates the reader, as Hallam points out, 
by the magisterial manner in which he dismisses each play 
like a schoolboy's exercise.--At last cornes a revolution in 5-Finally 
- in critidstu 
criticism and a new order of things arises: with less g contes 
to lead the way in Germany and Coleridge in England, a round ot- 
school of critics appear who are in complete harmony with tirely to 
Shake- 
their author, who question him only to learn the secrets sibeare. 
of his art. The new spirit has not even yet leavened the 
whole of the literary world ; but such names as Goethe, 
Tieck, Schlegel, Vietor Hugo, Ulrici, Gervinus suggest how 
many great reputations have been ruade, and reputations 
already great have been carried into a new sphere of great- 
ness, by the interpretation and unfolding of Shakespeare's 
greatness: hot one critic bas in recent years risen to 
eminence by attacking Shakespeare. 
And the Shakespearean Drarna is only the most illustrious Other ex- 
example of authors triumphing over the criticism that at-amples. 
tempted to judge them. It is difficult for a modern reader Iilton. 
to believe that even Rymer could refer to the Paradise Zos¢ 
as 'what some are pleased to call a poem'; or that Dr. 
Johnson could assert of the minor poems of Milton that 
they exhibit 'peculiarity as distinguished from excellence,' 
' if they differ from others they differ for the worse.' He 
sa)'s of Comus that it is ' inelegantly splendid and tediously 
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instructive'; and of Zycidas, that its diction is harsh, its 
rhymes uncertain, its numbers unpleasing, that ' in this poem 
there is no nature for there is no truth, there is no art for 
there is nothing new,' that it is 'easy, vulgar, and therefore 
disgusting,'--after which he goes through the different parts 
of the poem to show what Blilton should have done in each. 
Hallam has pointed out how utterly impotent Dr. Johnson 
has been to fix the public taste in the case of these poems ; 
yet even Hallam could think the verse of the poet who wrote 
Paradise £osl sufficiently described by the verdict, 'some- 
rimes wanting in grace and almost always in ease.' In the 
light of modern taste it is astonishing indeed to find 
Steevens, wffh his devotion of a lifetime to Shakespeare, yet 
omitting the Sonnets from the edition of x7.93, ' because the 
strongest Act of Parliament that could be framed would hot 
compel readers into their service.' It is equally astonishing 
to find Dryden speaking of Spenser's ' iii choice of stanza," 
and saying of the Faerie Queene that if completed it might 
have been more of a piece, but it could hOt be perfect, be- 
cause its model was hot true: an example followed up in 
the next century by a ' person of quality,' who translated a 
book of the Faerie Queene out of its ' obsolete language and 
manner of verse' into heroic couplets. I pass over the 
crowd of illustrations, such as the fate of Gray at the hands 
of Dr. Johnson, of Keats at the hands of monthly and 
quarterly reviewers, or of the various Waverley Novels capri- 
ciously selected by different critics as examples of literary 
suicide. But we bave not yet had time to forget how Jeffrey 
--one of the greatest names in criticism--set in motion the 
whole machinery of reviewing in order to put down Words- 
worth. Wordsworth's most elaborate poem he describes as 
a 'tissue of moral and devotional ravings,' a 'hubbub of 
strained raptures and fantastical sublimities' : his ' effusions 
on . . . the physiognomy of external nature' he character- 
ises as ' eminently fantastic, obscure, and affected.' Then, to 
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find a climax, he compares different species of Wordsworth's 
poetry to the various stages of intoxication: his Odes are 
'glorious delirium' and 'incoherent rapture,' his Lyrical 
Ballads a ' vein of pretty deliration,' his IVhite Doe is ' low 
and maudlin imbecility.' Not a whit the less bas the in- 
fluence of Wordsworth deepened and solidified; and if all 
are hOt yet prepared to accept him as the apostle of a new 
religion, yet he bas tacitly secured his place in the inner 
circle of English poets. In fine, the work of modern criti- 
cism is seriously blocked by the perpetual necessity of 
revising and reversing what this saine Jeffrey calls the ' im- 
partial and irreversible sentences' of criticism in the past. 
And as a set-off in the opposite scale only one considerable 
achievement is to be noted: that journalism afforded a 
medium for lXIacaulay to quench the light of Robert lXIont- 
gomery, which, on Macaulay's own showing, journalism had 
puffed into a flame. 
It is the saine with the great literary questions that have 
from time to rime arisen, the pitched battles of criticism : as 
Goldsmith says, there never bas been an unbeaten path 
trodden by the poet that the critic bas hOt endeavoured to 
recall him by calling his attempt an innovation. Criticism 
set its face steadily from the first against blank verse in 
]ïnglish poetry. The interlocutors in Dryden's Essay on 
Drama agree that it is vain to strive against the stream of 
the people's inclination, won over as they have been by 
Shakespeare, ]3en Jonson, ]3eaumont and Fletcher; but, as 
they go on to discuss the rights of the marrer, the most 
remarkable thing to a modern reader is that the defence of 
blank verse is ruade to test only on the colloquial character 
of dramatic poetry, and neither party seems to conceive the 
possibility of non-dramatic poetry other than in rhyme. Be- 
fore I)ryden's Essay on Satire the 29aradise Zosl had ruade 
its appearance ; but so impossible an idea is literary novelty 
to the ' father of English criticism ' that Dryden in this Essay 
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refuses to bclicvc ililton's own account of the mattcr, saying 
that, whatcvcr rcasons ilton may allcgc for dcparting from 
rhymc, ' his own particular rcason is plainly this, that rhyme 
was hot his talent, hc has ncithcr thc case of doing if nor 
thc graccs of if.' To onc so stccpcd in Frcnch fashions as 
Rymer, poetry that lacks rhyme seems to lack everything; 
many of Shakespeare's scenes might, he says, do better 
without words at all, or at most the xvords set off" the action 
like the drone of a bagpipe. Voltaire estimates blank verse 
at about the saine rate, and having to translate some of 
Shakespeare's for purposes of exact comparison, he remarks 
that blank verse costs nothing but the trouble of dictating, 
that it is hOt more difficult to write than a letter. I)r. John- 
son finds a theoretic argument in the unmusical character of 
English poetry to prove the impossibility of its ever adapting 
itself to the conditions of blank verse, and is confident 
enough to prophesy: 'poetry may subsist without rhyme, 
but English poetry will hOt often please.' ]ïven ]3yron is 
found only one degree more tolerant than I)ryden : he has 
the grace to except iXIilton from his dictum that no one ever 
wrote blank verse who could rhyme. Thus critical taste, 
critical theory, and critical prophecy were unanimous against 
blank verse as an ]ïnglish measure : for ail that it has be- 
corne the leading medium of ]ïnglish poetry, and a doubter 
of to-day would be more likely to doubt the permanence of 
]ïnglish rhyme than of ]ïnglish blank verse. As to the 
famous ' three unities,' not only the principles themselves, but 
even the refutation of them has now become obsolete. Yet 
this stickling for the unities has been merely the chief 
amongst many examples of the proneness the critical mind 
bas exhibited towards limiting literary appreciation and pro- 
duction by single standards of taste. The saine tone of 
mind that contended for the classical unities had in an 
earlier generation contended for the classical languages as 
the sole vehicle of literary expression, and the modern lan- 
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guages of Europe had to assert their rights by hard fighting. 
In Latin literature itself a more successful attempt has been 
ruade to limit taste by the writers of a single period, the 
Augustan age. and so construct a list of Latin poets which 
omits Lucretius. And for a short period of the Renaissance 
movement the limitation was carried further to a single one 
of the Augustan writers, and ' Ciceronianism ' struggled hard 
against the freedom of style it chose to nicknalne 'Apu- 
leianism,' till it fell itself before the laughter of Erasmus. It CriNcism 
 m failingto 
xvould seem almost to be a radical law of the eritical te - distinguish 
perament that admiration for the past paralyses faith in the theer- 
future ; while criticism proves totally unable to distinguish atdlratt- 
between xvhat has been essential in the greatness of its idols sitory. 
and what has been as purely accidental as, to use Scott's 
illustration, the shape of the drinking-glass is to the flavour 
of the wine it contains. And if criticism has thus failed in 
distinguishing what is permanent in past literature, it has 
proved equally mistaken in what it has assumed to be acci- 
dental and transitory. Early commentators on Shakespeare, 
whatever scruples they may have had upon other points, had 
no misgivings in condemning the irr%mllarities of his English 
and correcting his grammar. This xvas described as obso- 
lete by Dryden half a century after the poet's death; xvhile it 
is delicious to hear Steevens, in the Advertisement to his 
edition of 1766, mentioning that 'some have been of opinion 
that even a particular syntax prevailed in the time of Shake- 
speare'--a novel suggestion he promptly rejects. If the two 
could have lived each a century later, I)ryden would have 
found llalone laying doxvn that Shakespeare had been the 
great purifyer and refiner of our language, and Steevens 
would have seen Shakespeare's grammar studied with the 
saine minuteness and reduced to the saine regular form as 
the grammar of his commentators and readers ; while one of 
the most distinguished of our modern grammarians, insti- 
tuting a comparison between Elizabethan and nineteenth 
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century Engllsh, fancies the representative of the old- 
fasbioned tongue cbaracterising current speech in the words 
of Sebasfian : 
Surely 
It is a sleepy language! 
Critical The critics may themselves be called as chief witnesses 
?Eoo'ks 
where in- against themselves. Those parts of their works in which 
,htctive they apply themselves to analysing and interpreting their 
retain their 
force, where authors survive in their full force: where they judge, find 
judicial fault, and attempt fo regulate, they inevitably become obso- 
bave become 
obsdete, lete. Aristotle, the founder of ail criticism, is for the 
most part inductive in lais method, describing poetry as it 
cxisted in his day, distinguishing its different classes and 
elements, and tabulating its usages: accordingly Aristotle's 
treafise, though more than two thousand years old, remains 
the text-book of the Greek Drama. In some places, how- 
ever, he diverges from his main purpose, as in the final 
chapter, in which he raises the question whether Epic or 
Tragic is more excellent, or where he promises a special 
treafise to discuss whether Tragedy is ),et perfect : here he 
has for modern readers only the interest of curiosity. Dr. 
Johnson's analysis of 'metaphysical poetry,' Addison's de- 
velopment of the leading effects in )garadise Lost, remain as 
true and forcible to-day as when theywere written : Addison 
constructing an order of merit for lïnglish poets with Cowley 
and Sprat at the head, Dr. Johnson lecturing Shakespeare 
and Milton as to how they ought to have vritten--these are 
to us only odd anachronisms. It is like a contest with 
atomic force, this attempt at using ideas drawn from the past 
to mould and limit productive power in the present and 
future. The critic peers into the dimness of history, and is 
found to have been blind to what was by his side: ]3oileau 
strives to erect a throne of Comedy for Terence, and never 
suspects that a truer king was at hand in his own personal 
friend Molière. It is in vain for critics to denounce, their 
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6enuncition recoil on tbeelve: tbe entence of 
that the soul of modern Drama was a brutish and not a 
reasonable soul, or of Voltaire, that Shakespeare's Tragedy 
would hOt be tolerated by the lowest French mob, can harm 
none but Rymer and Voltaire. If the critics venture to 
prophesy, the sequel is the only refutation of them needed ; 
if they give reasons, the reasons survive only to explain how 
the critics were led astray; if they lay down laws, litera 
greatness in the next generation is found to vary directly 
with the boldness with, which authors violate the laws. If 
they assume a judicial attitude, the judgment-seat becomes 
converted into a pillory for the judge, and a comic side to 
literary history is furnished by the mockery with which time 
preserves the proportions of thin, as seen by past criticism, 
to be laid side by side with the true perspective revealed by 
actual history. In such wise it has preserved to us the list 
of' poets laureate' who preceded Southey : Shadwell, Tate, 
Rowe, Eusden, Cibber. Whitehead, Warton, Pye. It reveals 
Dryden sighing that Spenser could only have read the rules 
of Bossu, or smitten with a doubt whether he naight not after 
all excuse Milton's use of blank verse 'by the example of 
Hannibal Caro'; Rymer preferring Ben Jonson's Caliline 
to ail the tragedies of the Elizabethan age, and declaring 
Waller's oem on lhe Navy RoA'al beyond ail modern poetry 
in any language ; Voltaire wondering that the extravagances 
of Shakespeare could be tolerated by a nation that had seen 
Addison's Calo ; Pope assigning three-score years and ten as 
the limit of posthumous life to ' moderns' in poetry, and 
celebrating the trio who had rescued from the ' uncivilised' 
Elizabethan poetry the ' fundamental laws of wit.' These three 
are Buckingham, Roscommon, and Walsh: as to the last 
of whom if we search amongst contemporary authorities to 
discover who he was, we at last come upon his works de- 
scribed in the Ramb&r as ' pages of inanity.' 
But in the conflict between judicial criticism and science 
C 
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the most important point is to note how the critics' own 
ideas of criticism are found to be gradually slipping away 
from them. Between the Renaissance and the present day 
criticism, as judged by the methods actually followed by 
critics, has slowly changed from the form of laying down 
laws to authors into the form of receiving laws from authors. 
The process of change falls into rive stages. In its first 
stage the conception of criticism was bounded by the notion 
of comparing whatever was produced with the masterpieces 
and trying it by the ideas of Greek and Roman literature. 
Boileau objected to Corneille's tragedies, hot because they 
did hOt excite admiration, but because admiration was hOt 
one of the tragical passions as laid down by Aristotle. To 
Rymer's mind it was clearly a case of classical standards or. 
no standards, and he describes his opponents as'a kind of 
stage-quacks and empirics in poetry who have got a receipt 
to please.' And there is a degree of naïv«Id in the way in 
vhich Bossu betrays his utter unconsciousness of the possi- 
bility that there should be more than one kind of excellence, 
where, in a passage in which he is admitting that the 
moderns have as much spirit and as lucky fancies as the 
ancients, he nevertheless calls it ' a piece of injustice to pre- 
tend that our new rules destroy the fancies of the old 
masters, and that they must condemn all their works who 
could hot foresee all our humours.' Criticism in this spirit 
is notably illustrated by the Corneille incident in the history 
of the French Academy. The fashionable literary world, 
led by a Scudéry, solenmly impeach Corneille of originality, 
and Richelieu insists on the Academy pronouncing judg- 
ment; which they at last do, umvillingly enough, since, as 
13oileau admitted, all France was against them. The only 
one that in the whole incident retained his sense of humour 
was the victim bimself; who, early in the struggle, being 
confronted by critics recognising no merit but that of 
obedience to rules, set himself to write his Ch'landre as a 
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play which should obey ail the rules of Drama and ),et have 
nothing in it: ' in which,' he sai'd, ' I have absolutely suc- 
ceeded.'--But this reign of simple faith began to be dis- 
turbed by sceptical doubts : it became impossible cntirely to 
ignore merit outside the pale of classical conformity. Thus 
we get a Dennis unable to conceal his admiration for the 
daring of IHilton, as a lnan who knew the rules of Aristotle, 
'no man better,' and yet ,eiolated them. Literature of the 
modern type gets discussed as it were under protest. Dr. 
Johnson, when he praises Addison's Calo for adhering to 
Aristotle's principles ' with a so't@ulousness almost unex- 
ampled on the English stage,' is reflecting the constant 
assumption throughout this transitional stage, that departure 
from classical models is the result of carelessness, and that 
beauties in such offending writers are lucky hits. The spirit 
of this period is distinctly brought out bv Dr. Johnson where 
he 'readily allows' that the union in one composition of 
serious and ludicrous is 'contrary to the rules of criticism,' 
but, he adds, ' there is always an appeal open from criticism 
to nature.'--Once admitted to examination the force of3-Alodon 
standards 
modern literature could hot rail to assert its equality with the ofjudging 
literature of the ancients, and we pass into a third stage of sidc by 
side itk 
criticism when critics grasp the conception that there may 
be more than one set of rules by which authors may be 
judged. The new notion ruade its appearance early in the 
country which was the main stronghold of the opposite view. 
Perrault in 1687 instituted his 'Parallels' between the 
ancients and the moderns to the advantage of the latter; 
and the question was put in its naked simplicity by Fon- 
tenelle, the 'Nestor of literature,' when he ruade it depend 
upon another question, ' whether the trees that used to grow 
in our woods were larger than those which grow now." 
Later, and with less distinctness, English criticisln followed 
the lead. Pope, with his happy indifference to consistency, 
after illustrating the first stage where he advises to write 'as 
c 2 
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if the Stagirite o'erlooked each line,' and where he contends 
that if the classical authors indulge in a licence that licence 
becomes a law to us, elsewhere lays down that to apply 
ancient rules in the treatment of modern literature is to try 
by the laws of one country a man belonging to another. In 
one notable instance the genius of Dr. Johnson rises 
superior t the prejudices of his age, and he vindicates in 
his treatment of Shakespeare the conception of a school of 
Drama in which the unities of rime and place do hOt apply. 
But he does it with trembling: ' I ara almost frightened at 
my own temerity; and when I estimate the lame and the 
strength of those who maintain the contrary opinion, am 
ready to sink down in reverential silence.'--Criticism had set 
out with judging b one set of laws, it had corne to judge by 
two : the change began to shake the notion ofjudgin as the 
function of criticism, and the eyes of critics came to be 
turned more to the idea of literar beaut itself, as the end 
for which the laws of literary composition were merely 
means. Addison is the great name connected with this 
further transitional stage. We find Addison hot onI arguing 
negatively that 'there is sometimes a greater judgment 
shown in deviating from the rules of art than in ad- 
hering to them,' but even laying down as a positive theory 
that the true function of a critic is 'to discover the concealed 
beauties of a writer'; while the practical illustration of his 
theory which he gave in the case of the tgaradise Losl is 
supposed to have revolutionised the opinion of the fashion- 
able reading-public.--Addison was r¢moved by a very little 
from the final stage of criticism, the conception of which is 
perhaps most fully brought out by Gervinus, where he de- 
clares his purpose of treating Shakespeare as the ' revealing 
genius" of his department of art and of its laws. Thus 
slowly and by gradual stages bas the conception of criticism 
been changing in the direction of induction : starting from 
judgment by the laws of the ancient classics as standards 
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beyond which there is no appeal, passing through the 
transitional stage of greater and greater toleration for in- 
trinsic worth though of a modern type, to arrive at the 
recognition of modern standards of judgment side by side 
with ancient; again passing through a further transitional 
stage of discrediting judgment altogether as the purpose of 
criticism in favour of the search for intrinsic worth in litera- 
ture as it stands, till the final conception is reached of ana- 
lysing literature as it stands for the purpose of discovering 
its laws in itself. The later stages do not universally prevail 
yet. But the earlier stages have at ail events become obso- 
lete ; and there is no reader who will not acquiesce cheerfull" 
in one of the details Addison gives out for his ideal theatre, 
by which Rymer's tragedy Edgar was tobe cut up into snow 
to make the Storm Scene in Shakespeare's Lear. 

It may be well to recall the exact purpose to which the Sela,ate- 
present argument is intended to lead. The purpose is not ness ofthe 
loo 
to attack journalism and kindred branches of criticism in criticis»ts. 
the interests of inductive treatment. It would be false to the 
principles of induction not to recognise that the criticism of 
taste has long since established its position as a fertile branch 
ofliterature. Even in aninductivesystemjournalismwould still 
have place as a medium for fragmentary and tentative treat- 
ment. loreover it may be admitted that induction in its 
formal completeness of system can never be applied in prac- 
tical life; and in the intellectual pursuits of real life trained 
literary taste may be a valuable acquisition. What is here 
attacked is the mistake which has identified the criticism of 
taste and valuation with the conception of criticism as a 
whole ; the intrusion of methods belonging to joumalism into 
treatment that claires to be systematic. So far from being a Critb-£,m 
e of faste 
standard of method in the treatment of literature, criticism o 16lo«¢« fo 
the reviewer's order is outside science altogether. It finds creativ« 
its proper place on the creative side of literature, as a branch Kterature." 
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in which literature itself has corne to be taken as a theme for 
literary writing; it thus belongs to the literature treated, hot 
to the scientific treatment of it. Reviews so placed may be 
regarded almost as the lyrics of prose: like lyric poems 
they have their completeness in themselves, and their interest 
lies, not in their being parts of some whole, but in their 
flashing he subjectivity of a writer on to a variety of isolated 
topics ; they thus have value, hot as fragments of literary 
science, but as fraoments of Addison, of Jeffrey, of lXIacaulay. 
Nor is the bearing of the present argument that commen- 
tators should set themselves to eulogise the authors they treat 
instead of condemning them (though this would certainly be 
the safer of two errors). The treatment aimed at is one in- 
dependent of praise or blame, one that has nothing to do with 
merit, relative or absolute. The contention is for a branch 
of criticism separate from the criticism of taste; a branch 
that, in harmony with the spirit of other modem sciences, 
reviews the phenomena of literature as they actually stand, 
enquiring into and endeavouring to systematise the laws and 
principles by which they are moulded and produce their effects. 
Scientific criticism and the criticism of taste bave distinct 
spheres : and the whole of literary history shows that the failure 
to keep the two separate -esults only in mutual confusion. 
Our present purpose is with inductive criticism. What, by 
the analogy of other sciences, is implied in the inductive 
treatment of literature ? 
The inductive sciences occupy themselves directly with 
facts, that is, with phenomena translated by observation into 
the form of facts; and soundness of inductive theory is 
measured by the closeness with which it will bear confront- 
ing with the facts. In the case of literature and art the facts 
are to be looked for in the literary and artistic productions 
themselves: the dramas, epics, pictures, statues, pillars, 
capitals, symphonies, operas--the details of these are the 
phenomena which the critical observer translates into facts. 
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A picture is a title for a bundle of facts : that the painter has 
united so many figures in such and such groupings, that he 
has given such and such varieties of colouring, and such and 
such arrangement of light and shade. Similarly the Ih'«d is 
a short naine implying a large number of facts characterising 
the poem: that its principal personages are Agalnemnon 
and AchiIles, that these personages are represented as dis- 
playing certain qualifies, doing certain deeds, and standing 
in certain relations to one another. 
Here, however, arises that which has been perhaps the 
greatest stumbling-block in the way of securing inductive 
treatment for literature. Science deals only with ascertained 
facts : but the details of literature and art are open to the 
most diverse interpretation. They leave conflicting impres- 
sions on different observers, impressions both subjective and 
variable in themselves, and open to all nmnner of distractng 
influences, hot excepting that of criticism itself. Where in 
the treatment of literature is to be round the positiveness of 
subject-matter which is the first condition of science ? 
In the first place it may be pointed out that this want of 
certainty in literary interpretation is not a difficulty of a kind 
peculiar to literature. The saine object of terror will affect 
the members of a crowd in a hundred different ways, from 
presence of mind to hysteria; yet this bas not prevented the 
science of psychology from inductively discussing fear. Logic 
proposes to scientifically analyse the reasoning processes in 
the face of the infinite degrees of susceptibility different 
minds show to proof and persuasion. It bas become pro- 
verbial that taste in art is incapable of being settled by dis- 
cussion, yet the art of music h round exact treatment in the 
science of harmony. In the case of these well-established 
sciences it bas been round possible to separate the variable 
element from that which is the subject-matter of the science : 
such a science as psychology really covers two distinct 
branches of thought, the psychology that discusses formally 
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the elements of the human mind, and another psychology, 
not yet systematised, that deals with the distribution of these 
elements amongst different individuals. It need then be no 
barrier to inductive treatment that in the case of literature 
and art the will and consciousness act as disturbing forces, 
refracting what may be called natural effects into innumerable 
effects on individual students. It only becomes a question 
of practical procedure, in what way the interfering variability 
is to be eliminated. 
It is precisely at this point that à )briori criticism and in- 
duction part company. The à priori critic gets rid of 
uncertainty in literary interpretation by confining his atten- 
tion to effects produced upon the best minds: he sets up 
las[e as a standard by which to try impressions of literature 
which he is willing to consider. The inductive critic cannot 
have recourse to an), such arbitrary means of limiting his 
materials ; for his doubts he knows no court of appeal ex- 
cept the appeal to the literary works themselves. The 
astronomer, from the vast distance of the objects he observes, 
finds the same phenomenon producing different results on 
different observers, and he has thus regularly to allow for 
personal errors: but he deals with such discrepancies only 
by fresh observations on the stars themselves, and it never 
occurs to him that he can get rid of a variation by ab- 
stract argument or deference to a greater observer. In the 
same way the inductive critic of literature must settle his 
doubts by referring them to the literary productions them- 
selves; to him the question is hOt of the nobler view or the 
view in best taste, but simply what view fits in best with the 
details as they stand in actual fact. He quite recognises that 
it is not the objective details but the subjective impressions 
they produce that make literary effect, but the objective de- 
tails are the h'mz on the variability of the subjective impres- 
sions. The character of /acbeth impresses two readers 
differently : how is the difference to be settled ? The à priori 
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critic contends that his conception is the loftier ; that a hero 
should be heroic ; that moreover the tradition of the stage 
and the greatest names in the eritieism of the past bear him 
out; or, finally, falls back upon good taste, whieh eloses the 
discussion. The induetive eritie simply puts together all the 
sayings and doings of ]X'Iacbeth himself, ail that others in the 
play say and appear to feel about him, and whatever view of 
the eharaeter is consistent with these and similar faets of 
the play, that view he selects ; while to vary from it for any 
external eonsideration vould seem to him as futile as for an 
astronomer to make a star rise an hour earlier to tally with 
the movements of another star. 
We thus arrive ata foundation axiom of induetive iiterary 
criticism: lnlerprelalion in literalure is of lhe nalure of a iVouttla - 
sctén/ific hyDolhesis , lhe Irulh of which is lesled b the degree of tion axio», 
 of th e in - 
compleleness rtTh wht'ch it explains lhe de/ails of the h'lerary d«ceive 
criticism ." 
work as lhev aclually sland. That will be the truc meaning Interp-,.- 
of a passage, hot which is the most worthy, but whieh most talion of 
lhe nature 
nearly explains the words as they are; that will be the truc of an h.r- 
reading of a character which, hoxuever involved in expression pozhesis. 
or tame in effect, accounts for and reconciles ail that is re- 
presented of the personage. The inductive critic wiil interpret 
a complex situation, hot by fastening attention on its striking 
elements and ignoring others as oversights and blemishes, 
but by putting together with business-like exactitude ail that 
the author bas given, weighing, balancing, and standing by 
the product. He will hot consider that he has solved the 
action of a drama by some leading plot, or some central idea 
powerfully suggested in different parts, but will investigate 
patiently until he can find a scheme which will give point to 
the inferior as well as to the leading scenes, and in connec- 
tion with which ail the details are harmonised in their proper 
proportions. In this way he will be raising a superstructure 
of exposition that rests, hot on authority however high, but 
upon a basis of indisputable fact. 
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t'ractical In actual operation I have often round that such positive 
ol,jecgion ." analysis raises in the popular mind a very practical objection : 
lise 
authrs that the scientific interpretation seems to discover in literary 
intend works much more in the way of purpose and design than the 
Dtt«r- 
tr«lations? authors themselves tan be supposed to bave dreamed of. 
Would not Chaucer and Shakespeare, it is asked, if they 
could corne to lire nov, be greatly astonished to hear them- 
selves lectured upon ? to find critics knowing their purposes 
better than they had known them themselves, and discovering 
in their works laws never suspected till after they were dead, 
and  hich they themselves perhaps vould need some effort 
to understand? Deep designs are traced in Shakespeare's 
plots, and elaborate combinations in his characters and 
passions: is the student asked to believe that Shakespeare 
really inlend«d these complicated effects ? 
Mnswer: The difficulty rests largely upon a confusion in words. 
changc.d Such 
mcanznçf words as 'purpose,'' intention,' have a different sense 
'desigz" when used in ordinary parlance from that which they bear 
saemï, when applied in criticism and science. In ordinary parlante 
a man's 'purpose' means his conscious purpose, ofwhich he 
is the best judge ; in science the ' purpose' of a thing is the 
purpose it actually serves, and is discoverable only by anal),sis. 
Thus science discovers that the 'purpose' of earthvorms is 
to break up the soil, the 'design' of colouring in flovers is 
to attract insects, though the flover is hot credited with fore- 
sight nor the worm with disinterestedness. In this usage 
alone tan the words ' purpose,' ' intention,' be properly applied 
to literature and art: science knows no kind of evidence in 
the matter of creative purpose so veighty as the thing it has 
actually produced. This bas been well put by Ulrici: 
The language of the artist is poetry, music, drawing, colourlng: 
thee is no other form in which he can express himself with equal depth 
and clearness. Who would ask a philosopher fo paint his ideas in 
eolours ? It would be equally absurd to think that because a poet 
eannot say with perfect philosophie certainty in the form of reflection 
and pure thought what it »vas that he wished and intended to produce, 
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that he never thought at ail, but let his imagination improvise at 
random. 
Nothing is more common than for analysis to discover 
design in what, so far as consciousness is concerned, has 
been purely instinctive. Thus physiology ascertains that 
bread contains ail the necessary elements of food except one, 
which omission happens to be supplied by butter : this may 
be accepted as an explanation of our 'purpose' in eating 
butter with bread, without the explanation being taken to 
imply that all who have ever fed on bread and butter 
have consciously inlended to combine the nitrogenous and 
.oleaginous elements of food. It is the natural order of 
things that the practical must precede the analytic. Becs by 
instinct construct hexagonal cells, and long afterwards 
mensuration shows that the hexagon is the most economic 
shape for such stowage ; individual states must rise and fall 
first before the sciences of history and politics can corne to 
explain the how and why of their mutations. Similarly it is 
in accordance with the order of things that Shakespeare should 
produce dramas by the practical processes of art-creation, and 
that it should be left for others, his critics succeeding him at 
long intervals, to discover by analysis his 'purposes' and the 
laws which underlie his effects. The poet, if he could corne 
to life now, would hot feel more surprise at this analysis of 
his ' motives' and unfolding of his unconscious 'design' than 
he would feel on hearing that the beating of his heart--to 
him a thing natural enoug'h, and needing no explanation-- 
had been discovered to have a distinct purpose he could 
never have dreamed of in propelling the circulation of his 
blood, a thing of which he had never heard, 
Th ree 
There are three leading ideas in relation to which inductive points of 
and judicial criticism are in absolute antagonism: to bring contrasl 
betlce 
out these contrasts will be the most effective way of dê-judicial 
scribing the inductive treatment, and ittdttc- 
tire criti- 
The first of these ideas is order of merit, together with the cism. 
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J. kindred notions of partisanship and hostility applied to indi- 
C°nttari" vidual authors and works. The minds of ordinary readers 
SOS 
nterit: are saturated with this class of ideas; they are the weeds of 
these out- taste, choking the soil, and leaving no room for the purer 
side science. 
forms of literary appreciation. Favoured by the fatal blunder 
of modern education, which considers every other mental 
power to stand in need of training, but leaves taste and 
imagination to shift for themselves, literary taste bas largely 
become confused with a spurious form of it : the mere taste 
for competition, comparison of likes and dislikes, gossip 
applied to art and called criticism. Of course such likes and 
dislikes must always exist, and journalism is consecrated to 
the office of giving them shape and literary expression; 
though it should be led by experience, if by nothing else, to 
.exercise its functions with a double reserve, recognising that 
the judicial attitude of mind is a limit on appreciation, and 
that the process of testing will itself be tried by the test of 
vitality. But such preferences and comparisons of merit 
must be kept rigidly outside the sphere of science. Science 
knows nothing of competitive examination: a geologist is 
not heard extolling old red sandstone as a model rock- 
formation, or making sarcastic comments on the glacial 
epoch. Induction need not disturb the freedom with which 
we attach ourselves to whatever attracts our individual dis- 
positions: individual partisanship for the wooded snugness 
of the Rhine or the bold and bracing Alps is unaffected by 
the adoption of exact methods in physical geography. What 
is to be avoided is the confusion of two different kinds of 
interest attaching to the saine object. In the study of the 
stars and the rocks, which can inspire little or no personal 
interest, it is easy to keep science pure ; to keep it to ' dry 
light,' as Heraclitus calls it, intelligence unclouded by the 
humours of individual sentiment, as ]3acon interprets. But 
when science cornes to be applied to objects which can excite 
emotion and inspire affection, then confusion arises, and the 
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scientific student of political economy finds his treatment of 
pauperism disturbed by the philanthropy which belongs to 
him as a man. Still more in so emotional an atmosphere as 
the study of beauty, the student must use effort to separate 
the beauly of an object, which is a thing of art and perfectly 
analysable, from his personal inleresl in it, which is as dis- 
tinctly external to the analysis of beauty as his love for his 
dog is external to the science of zoology. The po_ssibility of 
thus separating interest and perception of beauty without 
diminishing either may be sufficient!y seen in the case of 
music--an art which has been already reduced to scientific 
form. lIusic is as much as any art a thi.ng of tastes and 
preferences ; besides partialities for particular masters one 
student will be peculiarly affected by melody, another is all 
for dramatic effect, othcrs bave a special taste for the fugue 
or the sonata. No one can object to such preferences, but 
the science of music knows nothing about them; its expo- 
sition deals with modes of treatment or habits of orchestration 
distinguishing composers, irrespective of the private partialities 
they excite. Mozart and Wagner are analysed as two items 
in the sure of facts which make up music ; and if a particular 
expositor shows by a turn in the sentence that he has a lean- 
ing to one or the other, the slip may do no harm, but for the 
moment science has been dropped. 
There is, however, a sort of difference between authors and Inctuctive 
lrealmenl 
works, the constant recognitio of which would more than concermd 
make up to cultured pleasure for discarding comparisons of vilh dif- 
merit. Inductive treatment is concerned with differences o£Y Cences of 
 kind, hot qt 
kindas distinguished from differences of degree. Elementary deffree. 
as this distinction is, the power of firmly grasping it is no 
slight evidence of a trained mind : the power, that is, of clearly 
seeing that two things are different, without being at the saine 
time impelled to tank one above the other. The confusion 
of the two is a constant obstacle in the way of literary appre- 
ciation. It has been said, by way of compafison between two 
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great novelists, that George EIiot constructs characters, but 
Charlotte Brontë creates thcm. The description (assuming 
if to be true)ought to shcd a flood of intercst upon both 
authoresses; by pcrpetuaIIy throwing on the two modes of 
trcatmcnt the clear Iight of contrast if ought fo intensif): out 
appreciation of both. As a fact, howevcr, the description is 
usuaIIy quotcd to suggest a prefercnce for Charlotte Brontë 
on the supposed ground that creation is 'higher' than con- 
struction; and the usual consequcnccs of preferences are 
threatened--thc gradual closing of out susceptibiIitics to those 
qualitics in the less likcd of the two which do hot resemble 
the qualities of the favourite. Yet why shouId we hot bc 
content to accept such a description (if true) as constituting 
a diffcrcnce of kind, and proceed to reconise ' construction' 
and 'creation' as two paralIcl modes of treatmcnt, totaIIy 
distinct from one anothcr in thc way in which .a fern is dis- 
tinct from a flower, a distinction allowing no room for prefer- 
ences bccause thcre is no common ground on which fo com- 
pare ? This separateness once granted, the mind, instead of 
having to choose between the two, would bave scope for 
taking in fo the full the detailcd effccts flowing from both 
modes of treatment, and the area of mental pleasure wouId be 
cnlarged. The great blunders of criticism in the past, which 
are now universaIly admitted, test on this inability to recognise 
diffcrences of kind in literature. Thc Restoration poets had 
a mission to bring the hcroic couplet to pcrfectior: poetry 
hot in their favourite mcasurc thcy treated, hot as differcnt, 
but as bad, and rewrote or ignored Spenscr and lilton. And 
generations of Iitcrary history bave bcen wastcd in discussing 
whether thc Greek dramatists or Shakespeare wcre thc higher : 
now every one recognises that they constitute two schools 
diffcrent in kind that cannot be compare& 
If is hardIy going too far to asscrt that this sensitiveness to 
differenccs of kind as distinguished from differcnces of degrce 
is the first condition of literary appreciation. Nothing can be 
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more essential to art-perception than receptiveness, and 
receptiveness implies a change in the receptive attitude of 
mind with each variety of art. To illustrate by an extreme 
case. Inagine a spectator perfectly faniliar vith the Drama, 
but to whom the existence of the Opera was unknown, and 
suppose him to have wandered into an opera-house, mis- 
taking it for a theatre. At first the mistake under which he 
was laboring would distort every effect : the elaborate over- 
turc would seem to him a great ' waste ' of power in what vas 
a mere accessor), ; the opening recitative would strike him as 
'unnaturally' delivered, and he vould complain of the 
orchestral accompaniment as a ' distraction'; while at the 
first aria he would think the actor gone mad. As, however, 
arias, terzettos, recitatives succeeded one another, he must at 
last catch the idea that the music was an essential element in 
the exhibition, and that he was seeing, hOt a drama, but a 
drama translated into a different kind of art. The catching 
of this idea vould at once make all the objectionable elements 
fall into their proper places. No longer distracted by the 
thought of the ordinary Drama, his mind would have leisure 
to catch the special effects of the Opera : he would feel hov 
poverfully a change of passion could move him when magni- 
fied vith all the range of expression an orchestra affords, and 
he would acknowledge a dramatic touch as the diabolic spirit 
of the conspirator found vent in a double D. The illustration 
is extreme to the extent of absurdity : but it brings out how 
expectation plays an important part in appreciation, and how 
the expectation bas to be adapted to that on which it is exer- 
cised. The receptive attitude is a sort of mental focus which 
needs adjusting afresh to each variety of art if its effects are 
to be clearly caught ; and to disturb attention when engaged 
on one species of literature by the thought of another is as 
unreasonable as to insist on one microscopic object appearing 
definite when looked at with a focus adjusted to another 
object. This will be acknowledged in reference to the great 
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divisions of art : but does it not apply to the species as well as 
the genera, indeed to each individual author ? Wordsworth 
has laid down that each fresh poet is to be tried by fresh 
canons of taste : this is only another way of saying that the 
differences between poets are differences of kind, that each 
author is a ' school' by himself, and can be appreciated only 
by a receptive attitude formed by adjustment to himself alone. 
In a scientific treatment of literature, at ail events, an ele- 
mentary axiom must be : Thal inductt've criScism t's ma'nly 
occupied in d[stt'nguishhtg h'terary spcct'es. And on this view 
it will clearly appear how such notions as order of merit 
become disturbing forces in literary appreciation: uncon- 
sciously they apply the quaIilalive standard of the favourite 
works to works which must necessarily be explained by 
a different standard. They are defended on the ground of 
pleasure, but they dêfeat their own object: no element in 
pleasure is greatêr than variety, and comparisons of merit, 
with every othêr form of the judicial spirit, are in reality 
arrangements for appreciating the smallest number of 
varieties. 
The second is the most important of the three ideas, both 
for its effect in the past and for the sharpness with which it 
brings judicial and inductive criticism into contrast. It is the 
idea that there exist ' laws ' of art, in the saine sense in which 
we speak of laws in morality or the laws of some particular 
stategreat principles which have been laid down, and which 
are binding on the artist as the laws of God or his country 
are binding on the man ; that by these, and by fesser principles 
deduced from these, the artist's work is to be tried, and praise 
or blame awarded accordingly. Great part of formal criticism 
runs on these lines; while, next in importance to com- 
parisons of merit, the popular mind considers literary taste to 
consist in a keen sensitiveness to the 'faults' and ' flaws' 
of literary workmanship. 
This attitude to art illustrates the enormous misleading 
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power of the metaphors that lie concealed in words. The 
word ' law,' justly applicable in one of its senses to art, has 
in practice carried with it the associations of its other sense ; 
and the mistake of metaphor has been sufficient to distort 
criticism until, as Goldsmith remarks, rules have become the 
greatest of all the misfortunes which have befallen the com- 
monwealth of letters. Every expositor has had to point out 
the widespread confusion between the two senses of this 
terre. Laws in the moral and political world are external 
obligations, restraints of the will ; they exist where the will 
of a ruler or of the community is applied to the individual 
will. In science, on the other hand, law has to do not with 
what ought to be, but with what is; scientific laws are facts 
reduced to formuloe, statements of the habits of things, so to 
speak. The laws of the stars in the first sense could only 
mean some creative fiat, such as ' Let there be lights in the 
firmament of heaven ' ; in the scientific sense laws of the stars 
are summaries of their customary movements. In the act of 
getting drunk I ara violating God's moral law, I ara obeying 
his law of alcoholic action. So scientific laws, in the case of 
art and literature, will mean descriptions of the practice of 
artists or the characteristics of their works, when these will go 
into the form of general propositions as distinguished from 
disconnected details. The key to the distinction is the notion 
ofexternal authority. There cannot be laws in the moral and 
political sense without a ruler or legislative authority; in 
scientific laws the law-giver and the law-obeyer are one and 
the sarne, and for the laws of vegetation science looks no 
further than the facts of the vegetable world. In literature 
and art the term ' law' applies only in the scientific sense ; 
the laws of the Shakespearean Drama are not laws imposed 
by some external authority upon Shakespeare, but laws of 
dramatic practice derived from the analysis of his actual 
works. Laws of literature, in the sense of external obligations 
limiting_an author, there are none: if he were voluntarily to 
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bind himself by such external laws, he would be so far cur- 
tailing art ; it is hardly a paradox to say the art is legitimate 
only when it does not obey laws. What applies to the terre 
' law' applies similarly to the terre 'fault.' The terre is 
likely always tobe used from its extreme convenience in art- 
training ; but it must be understood strietly as a terre of edu- 
cation and discipline. In inductive critieism, as in the other 
induetive sciences, the word ' fault' has no meaning. If an 
artist acts eontrary to the praetiee of all other artists, the 
result is either that he produces no art-effect at ail, in which 
case there is nothing for critieism to register and analyse, or 
else he produces a new effect, and is thus extending, hot 
breaking, the laws of art. The great elash of horns in 
Beethoven's Heroic Symphony was at first denouneed as a 
gross fault, a violation of the plainest laws of harmony ; now, 
instead of a ' fault,' it is spoken of as a 'unique effect,' and 
in the differenee between the two deseriptions lies the whole 
difference between the conceptions of judicial and induetive 
eriticism. Again and again in the past this notion of faults 
bas led criticism on to wrong traeks, from which it has had 
to retrace its steps on finding the supposed faults to be in 
reality new laws. Immense energy was wasted in denouncing 
Shakespeare's ' fault' of uniting serious with light matter in 
the saine play as a violation of fundamental dramatie laws; 
experienee showed this mixture of passions tobe the source 
of powerful art-effeets hitherto shut out ofthe Drama, and the 
' fault' became one of the distinguishing ' laws' in the most 
famous braneh of modem literature. Itis neeessary then to 
insist upon the strict seientific sense of the terre ' law' as 
used of literature and art ; and the purging of eritieism from 
the confusion attaching to this word is an essential step in its 
elevation to the inductive standard. Itis a step, moreover, 
in whieh it has been preeeded by other branches of thought. 
Atone rime the practice of commerce and the science of 
eeonomy suffered under the saine confusion : the battle of 
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' free trade' has been fought, the battle of' free art' is 
still going on. In rime it will be recognised that the practice 
of artists, like the operations of business, must be left toits 
natnral working, and the attempt to impose external canons 
of taste on artists will appear as futile as the attempt to 
effect by legislation the regulation of prices. 
Objections may possibly be taken to this train of argument ObjectioJ, 
on very high grounds, as if the protest against the notion of as to the 
Jto ral p tt r- 
law-obeying in art were a sort of antinomianism. Literature, pose  
it may be said, bas a moral purpose, to elevate and refine, and litcraturc : 
no duty can be higher than that of pointing out what in it is 
elevating and refining, and jealously watching against any 
iowering of its standard. Such contention may readily be riais ouzsht,. 
granted, and yet may amount to no more than this: that inductive 
lïal?llell[, 
there are ways of dealing with literature which are more ira- tlwug i- 
portant than inductive criticism, but which are none the less trinsically 
outside it. Jeremy Collier did infinite service to our Resto-pormnz. 
ration Drama, but his was not the service of a scientific critic. 
The saine things take different ranks as they are tried by the 
standards of science or morals. An enervating climate ma), 
bave the effect of enfeebling the moral character, but this 
does hot make the geographer's interest in the tropical zone 
one whit the less. Economy concerns itself simply with the 
fact that a certain subsidence of profits in a particular trade 
vill drive away capital to other trades. But the details of 
human experience that are latent in such a proposition: the 
chilling effects of unsuccess and the dim colour it gives to the 
outlook into the universe, the sifting of character and separa- 
tion betveen the enterprising and the simple, the hard 
thoughts as to the mysterious dispensations of human pros- 
perity, the sheer misery of a wage-class looking on plenty and 
feeling starvation--this human drama of failing profits may 
be vastly more important than the whole science of economy, 
but economy none the less entirely and rightly ignores it. 
To some, I know, it appears that literature is a sphere in 
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Objection: which the strict sense of the word ' law' has no application: 
.4ri as 
arbitra 7 that such laws belong to nature, hot to art. The essence, it 
lro,h«ct hot is contended, of the natural sciences is the certainty of the 
sttljecl 1o 
law. facts with which they deal. Art, on the contrary, is creative; 
it does hot corne into the category of objective phenomena at 
ail, but is the product of some artist's will, and therefore 
purely arbitrary. If in a compilation of observations in 
natural history for scientific use it became known that the 
compiler had at times drawn upon his imagination for his 
details, the whole compilation would become useless ; and any 
scientific theories based upon it would be discredited. But 
the artist bases his work wholly on imagination, and caprice 
is a leading art-beauty: how, it is asked, can so arbitrary a 
subject-matter be reduced to the form of positive laws ? 
T/tb'd In view of any such objections, it may be well to set up 
axiom of 
inductiz,e a third axiom of inductive criticism : 2"bat art is a parl 
criticism : nalure. Nature, it is truc, is the vaguest of words : but this 
art a pa't 
ef»atue, is a vagueness common to the objection and the answer. The 
objection rests really on a false antithesis, of which one term 
is 'nature,' while it is hot clear what is the other term; the 
axiom set up in answer implies that there is no real distinction 
between 'nature'and the other phenomena which are the 
subject of human enquiry. The distinction is supposed to 
rest upon the degree to which arbitrary elements of the 
mind, such as imagination, will, caprice, enter into such 
Other arbi-a thing as art-production. But there are other things in 
tra 3, 3bro- 
chers sub- which the human will plays as much part as it does in art, 
ject fo and which have nevertheless proved compatible with inductive 
izdttclive 
treatmcnt, treatment. Those who hold that ' thought is free' do hot 
reject psychology as an inductive science; actual politics are 
rnade up of struggles of will, exercises of arbitrary power, and 
the like, and yet there is a political science. If there is an 
inductive science of politic, men's voluntary actions in the 
pursuit of public life, and an inductive science of economy, 
rnen's voluntary actions in pursuit of wealth, why should 
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there not be an inductive science of art, men's voluntary 
actions in pursuit of the beautiful ? The whole of human 
action, as well as the whole of external nature, cornes within 
the jurisdiction of science ; so çar from the productions of 
the will and imagination being exempted from scientific 
treatment, will and imagination themselves form chapters in 
psychology, and caprice has been analysed. 
It remains to notice the third of the three ideas in relation III. 
Testin by 
tO which the two kinds of criticism are in complete contrastfixed 'g 
with one another. Itis a vague notion, which no objector stamtards 
would formulate, but which as a fact does underlie judicial inconsist- 
ent wilh 
criticism, and insensibly accompanies its testing and assay- inductive 
ing. It is the idea that the foundations of literary form have «realment. 
reached their final settlement, the past being tacitly taken as 
a standard for the present and future, or the present as a 
standard for the past. Thus in the treatment of new litera- 
ture the idea manifests itself in a secret antagonism to 
variations from received models ; at the very least, new forms 
are called upon to justify themselvës, and so the judicial 
critic brings his least receptive attitude to the new effects 
which need receptiveness most. In opposition to this tacit 
assumption, inductive criticism starts with a distinct counter- 
axiom ofthe utmost importance : Thal lileralure is a thing of 
develomenL This axiom implies that the critic must corne to Furt?, 
literature as to that in which he is expecting to find unlimited axim of 
induclive 
change and variet¢ ; he must keep before him the fact that crilicism : 
lileralur« 
production must always be far ahead of criticism and a tkin, g'o] 
analysis, and must have carried its conquering invention into devdop- 
fresh regions before science, like settled government in the »cent. 
wake of the pioneer, follows to explain the new effects by 
new principles. No doubt in name literary development is 
recognised in all criticism; yet in its treatment both of old 
literature and new the àprioricriticism is false to development 
in the scientific sense of the term. Such systems are apt to 
begin by laying down that 'the object of literature is so and 
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so,' or that ' the purpose of the Drama is to pourtray human 
nature'; they then proceed to test actual literature and 
dramas by the degree in which they carry out these funda- 
mental principles. Such procedure is the opposite of the 
inductive method, and is a practical denial of development in 
literature. Assuming that the object of existing literature 
were correctly described, such a formula could not bind the 
literature of the future. Assuming that there was ever a 
branch of art which could be reduced to one simple purpose, 
yet the inherent tendency of the human mind and its produc- 
tions to develop would bring it about that what were at first 
means towards this purpose would in rime become ends in 
themselves side by side with the main purpose, giving us in 
addition to the simple species a modified variety of it ; ex- 
ternal influences, again, would mingle with the native charac- 
teristics of the original species, and produce new species 
compound in their purposes and effects. The real literature 
would be ever obeying the first principle of development 
and changing from simple to complex, while the criticism that 
tried it by the original standard would be at each step 
removed one degree further from the only standard by which 
the literature could be explained. And if judicial criticism 
fails in providing for development in the future and present, 
it is equally unfortunate in giving a false twist to development 
when looked for in the past. The eritic of comparative 
standards is apt to treat early stages of literature as ele- 
mentary, tacitly assuming his own age as a standard up fo 
which previous periods have developed. Thus his treatment 
of the past becomes often an assessment of the degrees in 
x, hich past periods have approximated to his own, advancing 
from literary pot-hooks to his own running facility. The 
elearness of an ancient wàter he values at fifty per cent. as 
cornpared with modern standards, his coneatenation of 
sentences is put down as only forty-five. But what if a 
certain degree of mistiness be an essential element in the 



PRINCIPLES OF INDUCTIVE CRITICISII. 39 

phase of literary development to which the particular writer 
belongs, so that in him modern clearness would become, in 
judicial phrase, a fault ? What if Plato's concatenation of 
sentences would simply spoil the flavour of Herodotus's story- 
telling, if Jeremy Taylor's prolixity and Milton's bi-lingual 
prose be simply the fittest of all dresses for the thought of 
their age and individual genius ? In fact, the critic of fixed 
standards confuses development with improvemen! : a parallel 
mistake in natural history would be to understand the state- 
ment that man is higher in the scale of development than 
the butterfly as implying that a butterfly was God's failure 
in the attempt to make man. The inducfive crific will 
accord to the early forms of his art the same independence he 
accords to luter forms. ]ï)evelopment will hot mean to him 
education for a future stage, but the perpetual branching out 
of literary activity into ever fresh varieties, different in kind 
from one another, and each tobe studied by standards of its 
own: the 'individuality' of authors is the expression in 
literary parlance which corresponds to the perpetual ' differ- 
entiation' of new species in science. Alike, then, in his 
attitude to the past and the future, the inductive critic will 
eschew the temptation to judotnent by fixed standards, which 
in reality means opposing lifeless rules to the ever-living 
variety of nature. He will leave a dead judicial criticism to 
bury its dead authors and to pen for them judicious epitaphs, 
and will himself approach literature filled equally with rever- 
ence for the unbroken vitality of its past and faith in its 
exhaustless future. 
To gather up our results. Induction, as the most uni- 
versal of scientific methods, may be presumed to apply 
wherever there is a subject-matter reducible to the form of 
fact; such a subject-matter will be found in literature where 
its effects are interpreted, not arbitrarily, but with strict refer- 
ence to the details of the litemry works as they actually 
stand. There is thus an inductive literary criticism, akin in 
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spirit and methods to the other inductive sciences, and dis- 
tinct from other branches of eriticism, such as the criticism 
of taste. This inductive criticism will entirely free itself 
from the judicial spirit and its eomparisons of merit, whieh 
is round to have been leading criticism during hall its his- 
tory on to false tracks from which it bas taken the other hall 
to retrace its steps. On the contrary, inductive criticism 
will examine literature in the spirit of pure investigation: 
looking for the laws of art in the practice of artists, and 
treating art, like the rest of nature, as a thing of continuous 
development, which may thus be expected to fall, with each 
author anà school, into varieties distinct in kind from one 
another, and each of which can be fully grasped only when 
examined with an attitude of mind adapted to the special 
variety without interference from without. 

To illustrate the criticism thus described in its application 
to Shakespeare is the purpose of the present work. 
The scope of the book is limited to the eonsideration of 
Shakespeare in his character as the great toaster of the 
Romantic Drama; and its treatment of his dramatic art 
divides itself into two parts. The first applies the ir_ductive 
method in a series of Studies devoted to particular plays, 
and to single important features of dramatic art which these 
plays illustrate. One of the purposes of this first part is to 
bring out how the inductive method, besides its scientific in- 
terest, has the further recommendation of assisting more 
than any other treatment to enlarge out appreeiation of the 
author and of his achievements. The second part will use the 
materials collected in the first part to present, in the form of a 
brief survey, Dramatie Criticism as an inductive science: 
enumerating, so far as its materials adroit, the leading topics 
which such a science would treat, and arranging these topies 
in the logical conneetion which scientific method requires. 
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SHAKESPEARE 

CONSIDERED AS A 

DRAMATIC ARTIST 

IN TEN STUDIES. 



THE Two STORIES SHAKESPEARE BORROWS 
FOR I-IIS IIERCHANT OF VENICE. 
A Sludy in [he law l/erial of 
lhe Romanlic Drama. 

HE starting-point in the treatrnent of any work of litera- CHAI'. I. 
ture iS its position in literary history : the recognition Story as 
of this gives the attitude of rnind which is rnost favourable for the 
21Iaterid 
extracting frorn the work its full effect. The division of the ofthe A'o- 
universal Drama to which Shakespeare belongs is known as mantic 
the 'Rornantic Drarna,' one of its chief distinctions being 
that it uses the stories of Romance, together with histories 
treated as story-books, as the sources from which the rnatter 
of the plays is taken ; Romances are the raw malerial out of 
which the Shakespearean Drarna is rnanufactured. This very 
fact serves to illustrate the elevation of the Elizabethan 
Drarna in the scale of literary development: just as the 
weaver uses as his raw rnaterial that which is the finished 
product of the spinner, so Shakespeare and his contern- 
poraries start in their art of dramatising frorn Story which is 
already a forrn of art. In the exhibition, then, of Shake- 
speare as an Artist, it is natural to begin with the rav 
material which he worked up into finished rnasterpieces. 
For illustration of this no play could be more suitable than 
The Ierchanl of Veto'ce, in which two tales, already farniliar 
in the story forrn, bave been woven together into a single 
plot : the Story of the Cruel Jew, who entered into a bond 
with his enemy of which the forfeit was to be a pound of this 
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enemy's own flesh, and the Story of the Heiress and the 
Caskets. The present study will deal with the stories them- 
selves, considering them as if with the eye of a dramatic 
artist to catch the points in which they lend themselves to 
dramatie effect; the next will show how Shakespeare im- 
proves the stories in the telling, increasing their dramatic 
force by the very process of working them up ; a third study 
will point out how, not content with two stories, he bas 
added others in the development of his plot, making it more 
complex only in reality to make it more simple. 
In the Story of the Jew the main point is its special capa- 
bility for bringing out the idea of JVemesis, one of the 
simplest and most universal of dramatic motives. Described 
broadly, Nemesis is retribution as it appears in the world of 
art. In reality the terre covers two distinct conceptions : in 
ancient thought Nemesis was an artistic bond between ex- 
cess and reaction, in modern thought it is an artistic bond 
between sin and retribution. The distinction is part of the 
general difference between Greek and modern views of life. 
The Greeks may be said tobe the most artistic nation of 
mankind, in the sense that art covered so large a proportion 
of their whole personality : itis not surprising to find that 
they projected their sense of art into morals. Aristode was 
a moral philosopher, but his system of ethics reads as an 
artistically devised pattern, in which every virtue is removed 
at equal distances from vices of excess and defect balancing 
it on opposite sides. The Greek word for laxv signifies pro- 
portion and distribution, nomos ; and it is only another form 
of it that expresses mesis as the power punishing viola- 
tions of proportion in things human. Distinct from Justice, 
which was occupied with crime, Nemesis was a companion 
deity to Fortune; and as Fortune went through the world 
distributing the good things of life heedlessly without re- 
gard to merit, so Nemesis followed in her steps, and, 
equally without regard to merit, delighted in cutting down the 



prosperity that was high enough to attract her attention. Poly- 
crates is the typical victim of such Nemesis : cast off by his 
firmest ally for no offence but an unbroken career of good 
luck, in the reaction from which his ally feared to be in- 
volved; essaying as a forlorn hope to propitiate by voluntarily 
throwing in the sea his richest crown-jewel; recognising 
when this was restored by fishermen that heaven had refused 
his sacrifice, and abandoning himself to his rate in despair. 
But Nemesis, to the moral sense of antiquity, could go even 
beyond visitation on innocent prosperity, and goodness itself 
could be carried to a degree that invited divine reaction. 
Heroes like Lycurgus and Pentheus perished for excess of 
temperance; and the ancient Drama startles the modern 
reader with an Hippolytus, whose passionate purity brought 
down on him a destruction prophesied beforehand by those 
to ('hom religious duty suggested moderate indulgence in 
lust. 
Such malignant correction of human inequalities is hot 
a function to harmonise with modern conceptions of Deity. 
Yet the Greek notion of Nemesis has an element of per- 
manency in it, for it represents a principle underlying human 
lire. It suggests a sort of elasticity in human experience, a 
tendency to rebound from a strain ; this is the equilibrium of 
the moral world, the force which resists departure from the 
normal, becoming greater in proportion as departure from 
the normal is wider. Thus in commercial speculation there 
is a sale medium certain to bring profit in the long run; in 
social ambition there is a certain rise though slow: if a man 
hurries to be rich, or seeks to rise in public life by leaps and 
bounds, the spectator becomes aware of a secret force that 
has been set in motion, as when the equilibrium of physical 
bodies has been disturbed, which force threatens to drag the 
aspirant down to the point from which he started, or to 
debase him lower in proportion to the height at which he 
rashly aimed. Such a force is 'risk,' and it may remain risk, 
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but if if be crowned with the expected fall the whole is 
recognised as ' Nemesis.' This Nemesis is deeply embedded 
in the popular mind and repeatedly crops up in its pro- 
verbial wisdom. Proverbs like 'Grasp ail, lose ail,'' When 
things come to the worst they are sure to mend,' exactIy 
express moral equilibrium, and the 'golden mean' is ifs 
proverbial formula. The sa),ing ' too much of a good thing' 
suggests that the Nemesis on departures from the golden 
mean applies to good things as well as bad; while the 
principle is made to apply even to the observation of the 
golden mean itself in the proverb 'Nothing venture, nothing 
have.' Nevertheless, this side of the whole notion bas in 
modern usage fallen into the background in comparison 
with another aspect of Nemesis. The grand distinction of 
modern thought is the predominance in if of moral ideas: 
they colour even its imagination; and if the Greeks carried 
their art-sense into morals, modern instincts bave carried 
morals into art. In particular the speculations raised by 
Christianity bave cast the shadow of Sin over the whole 
universe. If has been said that the conception of Sin is 
unknown to the ancients, and that the word bas no real 
equivalent in Latin or Classical Greek. The modern mind 
is haunted by it. Notions of Sin bave invaded art, and 
Nemesis shows their influence: vague conceptions of some 
supernatural vindication of artistic proportion in life bave 
now crystallised into the interest of watching morals and 
art united in their treatment of Sin. The link between Sin 
and ifs retribution becomes a form of art-pleasure ; and no 
dramatic effect is more potent in modern Drama than that 
which emphasises the principle that whatsoever a man soweth 
that shall he also reap. 
Now for this dramatic effect of Nemesis if would be 
diIficult to find a story promising more scope than the Story 
of the Cruel Jew. It will be seen ai once to contain a 
double nemesis, attaching to the Jew himself and to his 
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victm. The two moreover represent the cHfferent conceptions CHaP. l. 
of Nemesis in the ancient and modern world  Antonio's 
excess of moral confidence suffers a nemesis of reacton in 
his humiliation, and Shylock's sin of judicial murder flnds a 
nemesis of retribution in his ruin by process of law. The 
nemesis, it will be observe(], is hot merely two-fold, but 
double in the way that a double flower is distinct from two 
flowers : it is a nemesis on a nemesis  the nemesis wNch 
visits Antonio's fault is the crime for which Shylock suffers 
his nemess. Again, in that whlch ives artstic chamcter 
fo the reaction and the retribution the two nemeses differ. 
Let St. Paul put the difference for us: ' Some men's slns 
are evident, oin before unto judgment; an(] some they 
follow after.' So in cases like that of Shylock the nemesis 
is interestng from its very obviousness an(] the impatience 
with whch we look for it; in the case of Antonio the 
nemesis is strikin for the very opposte reason, that he of 
ail men seemed most secure against it. 
Antonio must be understood as a perfect character: for Antomo: 
. perfection 
we must read the play in the light of its age, and mtolerance a»d self- 
was a medioeval virtue. But there is no single good quality sciency, 
and the theNemesi« 
that does not carry with it its special temptation, of Su,-- 
sum of them ail, or perfection, has its shadow in self-¢rise. 
sufficiency. It is so with Antonio. Of ail national types 
of character the Roman is the most self-sufficient, alike 
incorruptible by temptation and independent of the softer 
influences of life: we find that 'Roman honour' is the iii. ii. 
idea which Antonio's friends are accustomed to associate 
with him. Further the dramatist contrives to exhibit Antonio 
to us in circumstances calculated to bring out this draw- 
back fo his perfection. In the opening scene we see the 
dignified merchant-prince suffering under the infliction of 
frivolous visitors, to which his friendship with the young 
nobleman exposes him : his tone throughout the interview is 
that of the barest toleration, and suggests that his courtesies 
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are felt rather as what is due to himself than what is due 
to those on vhom they are bestowed. When Salarino makes 
flattering excuses for taking his leave, Antonio replies, first 
with conventional compliment, 
¥our worth is very dear in rny regard, 
and then with blunt plainness, as if Salarino were hot worth 
the trouble of keeping up polite fiction: 
I take it, your own business calls on you 
And you embrace the occasion to depart. 
The visitors, trying to find explanation for Antonio's serious- 
ness, suggest that he is thinking of his vast commercial 
speculations ; Antonio draws himself up : 
]3elieve me, no: I thank rny fortune for it, 
My ventures are not in one bottorn trusted, 
]or to one place; nor is rny whole estate 
Upon the fortune of this present year: 
Therefore rny merchandise makes me hot sad. 
Antonio is saying in his prosperity that he shall never be 
moved. But the great temptation to self-sufficiency lies in 
his contact, not with social inferiors, but with a moral out- 
cast such as Shylock : confident that the moral gulf between 
the two can never be bridged over, Antonio has violated 
dignity as well as mercy in the gross insults he bas heaped 
upon the Jew whenever they have met. In the Bond Scene 
we see him unable to restrain his insults at the very moment 
in which he is soliciting a favour from his enemy; the effect 
reaches a climax as Shylock gathers up the situation in a 
single speech, reviewing the insults and taunting his op- 
pressor with the solicited obligation : 
XVell then, it now appears you need my help : 
Go to, then ; you corne to rn ff'd you say, 
 Shylock, we would bave moneys': you say so; 
¥ou, that did void your rheum upon rny beard 
And foot me as you spurn a stranger cur 
Over your threshold: moneys is your suit. 
There is such a foundation of justice for these taunts that 
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for a moment our sympathies are transferred to Shylock's CHAr. I. 
side. But Antonio, so far from taking warning, is betrayed 
beyond ail bounds in his defiance; and in the challenge 
to fate with which he replies we catch the tone of infatuated 
confidence, the h)'hris in which Greek superstition saw the 
signal for the descent of Nemesis. 
I am as like to call thee so again, i. iii. I3 r. 
To spit on thêe again, to spurn thêe too. 
If thou wilt lend this money, lend it hot 
As to thy friends ....... 
3ut lend il rather to thite enc»ty, 
Il'ho, if he break, ghou may'st with bellot face 
Exact the enalty. 
To this challenge of self-sufficiency the sequel of the story 
is the answering Nemesis: the merchant becomes a bank- 
rupt, the first citizen of Venice a prisoner at the bar, the 
morally perfect man holds his life and his all at the mercy of 
the reprobate he thought he might safely insult. 
So Nemesis has surprised Antonio in spite of his perfect- Shylock: 
ness: but the malice of Shylock is such as is perpetuany . . .. 
crying for retribution, and the retribution is delayed only 2Vemesis of 
f [easure 
that it may descend with accumulated force. In the case o for 
this second nemesis the Story of the Jew exhibits dramatic «ireasure. 
capability in the opportunity it affords for the sin and the 
retribution to be included within thê saine scene. Portia's iv. i. 
happy thought is a turning-point in the Trial Scene on the 
two sides of which we have the Jew's triumph and the Jew's 
retribution; the two sides are bound together by the prin- 
ciple of measure for measure, and for each detail of vindic- 
tiveness that is developed in the first half of the scene there 
is a corresponding item of nemesis in the sequel. To begin Ckartcr . 
with, Shylock appeals to the charter of the city. It is one of s.tatute. 
1". i. 3 8 ; 
the distinctions between written and unwritten law that no compare 
flagrant injustice tan arise out of the latter. If the analogy xoz, zr 9. 
of former precedents would seem to threaten such an 
injustice, it is easy in a new case to meet the special 
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emergency by establishing a new precedent ; where, however. 
the letter of the written law involves a wrong, however great, 
it must, nevertheless, be exactly enforced. Shylock takes 
his stand upon written law; indeed upon the strictest of all 
kinds of written law, for the charter of the city would seem 
fo be the instrument regulating the relations between citizens 
and aliens--an absolute necessity for a free port--which 
could hot be superseded without international negotiations. 
But what is the result? As plaintiff in the cause Shylock 
would, in the natural course of justice, leave the court, when 
judgment had been given against him, with no further 
mortification than the loss of his suit. He is about to do so 
when he is recalled : 

It is enacted in the laws of Venice, &c. 

Unwittingly, he has, by the action he has taken, entangled 
iv. i. 314. himself with an old statute law, forgotten by all except the 
learned Bellario, which, going far beyond natural law, made 
the mere attempt upon a citizen's life by an alien punishable 
to the saine extent as murder. Shylock had chosen the 
letter of the law, and by the letter of the law he is to surfer. 
tl«mour v. Again, every one must feel that the plea on which Portia 
'iuibble" upsets the bond is in reality the merest quibble. It is appro- 
priate enough in the mouth of a bright girl playing the 
lawyer, but no court of justice could seriously entertain it for 
a moment: by every principle of interpretation a bond that 
could justify the cutting of hmnan flesh must also justify the 
shedding of blood, which is necessarily implied in such 
cutting. But, to balance this, we have Shylock in the eaflier 
part of the scene refusing to listen to arguments of justice, 
iv. i. 4o- and taking his stand upon his ' humour' : if he has a whim, 
62. he pleads, for giving ten thousand ducats to bave a rat 
poisoned, who shall prevent him ? The suitor who rests his 
cause on a whim cannot complain if it is upset by a quibble. 
Similarly, throughout the scene, every point in Shylock's 
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justice of malice meets its answer in the justice of nemesis. CtlEP. 
He is offered double the anaount of his loan : Offer of 
If every ducat in six thousand ducats doubh" v. 
rcfusal of 
XVere in six parts, and every part a ducat, i#rincial" 
he answers, he would not accept them in lieu of his bond. iv. i. 
The wheel of Nemesis goes round, and Shylock would 336. 
gladly accept not only this offer but even the bare principal; 
but he is denied, on the ground that he bas refused it in open 
court. They try to bend him to thoughts of mercy : Cern.pitre 
sc(ttrily v. 
How shalt thon hope for mercy, rendering none ? latal loss. 
I:Ie dates to reply : 
What judgement shall I dread, doing no wrong ? 
The wheel of Nemesis goes round, and Shylock's life and all 
tic at the mercy of the victim to whom he had refused mercy 
and the judge to whose appeal for naercy he would not 
tisten. In the flow of his success, when every point is 2xultation 
being given iii his favour, he breaks out into unseenfly v. ireily. 
exultation : 
A Daniel corne to judgement ! yea, a Daniel! iv. i. 223, 
246, 25o, 
The ebb comes, and his enemies catch up the crv and turn 3o, 3o4. 
it against him : 
A Daniel, still say I, a second Daniel ! iv'. i. 3  3, 
I thank thee, Jesv, for teachin.g me that word. 317, 323, 
Such then is the Story of the Jew, and soit exhibits 333, 34 o. 
nemesis clashing with nemesis, the nemesis of surprise with 
the nemesis of equality and intense satisfaction. 

In the Caskets Story, which Shakespeare bas associated The Cas- 
kets Story. 
with the Story of the Jew, the dramatic capabilities are of a 
totally different kind. In the artist's armoury one of the 
most effective weapons is Idealisation: inexplicable touches Idealisa. 
throwing an attractiveness over the repulsive, uncovering tion: 
the truth and beauty which lie hidden in the commonplace, 
and showing how much can be brought out of how littte 
E2 
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with how little change. A story will be excellent matefial, 
then, for dramatic handling which contains at once some 
experience of ordinary life, and also the surroundings which 
can be ruade to exhibit this experience in a glorified form : 
the more commonplace the experience, the greater_ the 
triumph of art if it can be idealised. The point of the 
Caskets Story to the eye of an artist in Drama is the oppor- 
tunity it affords for such an idealisation of the commonest 
problem in everyday experience--what may be called the 
Problem of Jvdgment by Appearances. 
In the choice between alternatives there are three ways in 
which judgment may be exercised. The first mode, if it can be 
called judgment at all, is to accept the decision oi" chance--to 
cast lots, or merely to drift into a decision. An opposite to 
this is purely rational choice. But rational choice, if stfictly 
interpreted as a logical process, involves great complications. 
If a man would choose according to the methods of strict 
reason, he must, first of ail, purge himself of all passion, for 
passion and reason are antagonistic. Next, he must examine 
himself as to the possibility of latent prejudice; and as 
prejudice may be unconsciously inherited, he must include in 
the sphere of his examination ancestral and national bias. 
Then, he must accumulate ail the evidence that can possibly 
bear upon the question in hand, and foresee every eventuality 
that can result from either alternative. When he has all the 
materials of choice before him, he must proceed to balance 
them against one another, seeing first that the mental 
faculties employed in the process have been equally de- 
veloped by training. Ail such preliminary conditions having 
been satisfied, he may venture to enquire on which side the 
balance dips, maintaining his suspense so long as the dip 
is undecided. And when a man has done all this he has 
attained only that degree of approach to strictly rational 
choice which his imperfect nature admits. Such pure 
reason has no place in real life : judgment in practical affairs 



is something between chance and this strict reason; it 
attempts to use the machinery of rational ehoice, but only so 
far as practical considerations proper to the matter in hand 
allow. This medium choice is what I ara here calling Judg- 
ment by Appearances, for it is clear that the antithesis 
between appearance and reality will obtain so long as the 
materials of choice are scientifically incomplete ; the terre 
will apply with more and more appropriateness as the 
divergence ri-oto perfect conditions of choice is greater. 
Judgment by Appearances so defined is the only method 
of judgment proper to practical life, and accordingly an 
exalted exhibition of it must furnish a keen dramatic interest. 
How is such a process to be glorified ? Clearly Judgment by 
Appearances will reach the ideal stage when there is the 
maximum of importance in the issue to be decided and the 
minimum of evidence by which to decide it. These two 
conditions are satisfied in the Caskets Story. In questions 
touching the individual life, that of marriage has this unique 
importance, that it is bound up with wide consequences which 
extend beyond the individual himself to his posterity. With 
the suitors of Portia the question is of marriage with the 
woman who is presented as supreme of ber age in beauty, in 
wealth and in character; moreover, the other alternative is 
a vow of perpetual celibacy. So the question at issue in the 
Caskets Story concerns the most important act of life in the 
most important form in which it can be imagined to present 
itself. When we turn to the evidence on which this question 
is to be decided we find that of rational evidence there is ab- 
solutely none. The choice is to be ruade between three 
caskets distingui»hed by their metals and by the accompany- 
ing inscriptions : 
Who chooseth me shall gain what many men desire. 
Who ehooseth me shall get as mueh as he deserves. 
Who ehooseth me rnust give and hazard ail he hath. 
However individual fancies may incline, it is manifestly ira- 

CHAP. ]. 

Th is hteal- 
ised : a 
in th¢ issue, 

ii. i. 4 o, 
&c. 

and a 
.tinimum 
n lise cri- 
dente. 



54 THE 3IERCHANT OF VEAr[CE. 
CAv. I. possible to set up any train of reasont'ng which should 
discover a ground of preference arnongst the three. And it 
is worth nofing, as an example of Shakespeare's nicety in 
detail, that the successful chooser reads in the scroll which 
announces his victory, 
iii. ii. 1;32. You that choose hot by the view, 
Chance as falr, and ehoose as true: 
Shakespeare does hOt say 'more fait,' 'more true.' This 
equal balancing of the alternatives will appear still clearer 
i. il. 30-36. when we recollect that it is an intentional puzzle with which 
we are dealing, and accordingly that even if ingenuity could 
discover a preponderance of reason in favour of any one of 
the three, there would be the chance that this preponderance 
had been anticipated by the father who set the puzzle. The 
case becomes like that of children bidden to guess in which 
hand a sweetmeat is concealed. They are inclined to say the 
right hand, but hesitate whether that answer may hOt have 
been foreseen and the sweetmeat put in the left hand; and if 
on this ground they are tempted to be sharp and guess the 
left hand, there is the possibility that this sharpness may have 
been anticipated, and the sweetmeat kept after all in the 
right hand. If then the Caskets Story places before us three 
suitors, going through three trains of intricate reasoning for 
guidance in a matter on vhich their whole future depends, 
whereas we, the spectators, tan sec that from the nature of 
the case no reasoning tan possibly avail them, we have 
clearly the Problem of Judgment by Appearances drawn out 
in its ideal form; and our sympathies are attracted by the 
sight of a process, belonging to our everyday experience, 
yet developed before us in all the force artistic setting 
tan bestow. 
.'olution of But is this all ? Does Shakespeare display before us the 
theprob- problem, yet give no help towards its solution  The key to 
lem : tke " 
,-haracters the suitors' fates is not to be found in the trains of reasoning 
qtthe they go through. As if to warn us against looking for it in 



this direction, Shakespeare contrives that we never hear the 
reasonings of the successful suitor. By a natural touch 
Portia, who has chosen Bassanio in her heart, is re- 
presented as unable to bear the suspense of hearing him 
deliberate, and calls for music to drown his meditations; it is 
only the conclusion to which he bas corne that we catch as 
the music closes. The particular song selected on this 
occasion points dimly in the direction in which we are to 
look for the truc solution of the problem : 
Tell me where is faney bred, 
Or in the heart or in the head ? 
' Fancy' in Shakespearean English means 'love'; and the 
discussion, whether love belongs to the head or the heart, is 
no inappropriate accompaniment to a reality which consists 
in this--that the success in love of the suitors, which they 
are seeking to compass by their reasonings, is in fact being 
decided by their characters. 
To compare the characters of the three suitors, it will be 
enough to note the different form that pride takes in each. 
The first suitor is a prince of a barbarian race, who has 
thus never known equals, but has been taught to consider 
himself half divine ; as if ruade of different clay from the rest 
of mankind he instinctively shrinks from 'lead.' Yet modesty 
mingles with his pride, and though he feels truly that, so far 
as the estimation of him by others is concerned, he might 
rely upon 'desert,' yet he doubts if desert extends as far as 
Portia. What seizes his attention is the words, ' what many 
men desire'; and he rises to a flight of eloquence in pictur- 
ing wildernesses and deserts become thoroughfares by the 
multitude of suitors flocking to Belmont. But he is all the 
while betraying a secret of which he was himself uncon- 
scious: he has been led to seek the hand of Portia, not 
by truc love, but by the feeling that what all the world is 
seeking the Prince of Morocco must not be slow to claire. 
Very different is the pride of Arragon. He has no regal 
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CrAe. I. position, but rather appears to be one who has fallen in 
social rank; he makes up for such a fMI by intense pride of 
compare 
il. ix. 47-9. family, and is one of those who complacently thank heaven 
that they are hOt as other men. The 'many men'which 
had attracted Morocco repels Arragon : 
ii. ix. 3. I will not choose what many men desire, 
Because I will hot jump with common spirits, 
And rank nie with the barbarous multitudes. 
ii. ix, flore He is caught by the bait of ' desert.' It is true he almost 
36" deceives us with the lofty tone in which he reflects how the 
world would benefit if dignities and offices were in ail cases 
purchased by the merit of the wearer; yet there peeps 
throngh his sententiousness his rem conception of merit--the 
sole merit of family descent. His idem is that the 'true seed 
of honour' shonld be ' picked from the chaff and ruin of the 
times,' and wrest greatness from the 'low peasantry' who 
had risen to it. He accordingly tests his fate upon desert : 
and he finds in the casket of his choice a fool's head. Of 
iii. ii, from Bassa.nio's soliloquy we hear enongh to catch that his pride 
7- is the pride of the soldier, who will yield to none the post of 
compare 
i. ii. x-.t- danger, and how he is thus attracted by the 'threatening" of 
the leaden casket : 
thou meagre lead, 
Which rather threatenest than dost promise aught, 
Thy paleness mm'es me more than eloquence. 
Moreover, he is a loyer, and the threatening is a challenge 
to show what he will risk for love: his true heart finds its 
natural satisfaction in 'giving and hazarding' his ail. This 
is the pride that is worthy of Portia; and thus the ingenious 
puzzle of the 'inspired' father has sncceeded in piercing 
through the outer defence of specious reasoning, and carry- 
ing its rernlsion and attraction to the inmost chamcters 
of the suitors. 
Such, then, is Shakespeare's treatment of the Problem of 
Jndgment by Appearances : while he draws out the problem 
itself to its fullest extent in displaying the suitors elaborating 
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trains of argument for a momentous decision in which we 
see that reason can be of no avail, he suggests for the 
solution that, besides reason, there is in such judgments 
another element, character, and that in those crises in which 
reason is most fettered, character is most potent. An im- 
portant solution this is; for what is character ? A man's 
character is the shadow of his past life; it is the grand 
resultant of all the forces from within and from without that 
bave been operafing upon him since he became a conscious 
agent. Character is the sandy footprint of the common- 
place hardened into the stone of habit; it is the complexity 
of daily tempers, judgments, restraims, impulses, all focussed 
into one toaster-passion acting with the rapidity of an 
instinct. To lay down then, that where reason fails as an 
element in judgment, character cornes to its aid, is to bind 
together the exceptional and the ordinary in life. In most of 
the affairs of life men bave scope for the exercise of 
commonplace qualifies, but emergencies do corne where 
this is denied them; in these cases, xvhile they think, like 
the three suitors, that they are moving voluntarily in the 
direction in which they are judging fit at the moment, in 
reality the weight of their past lires is forcing them in the 
direction in which their judgment has been accustomed 
to take them. Thus in the moral, as in the physical world, 
nothing is ever lost: hot a ripple on the surface of conduct 
but goes on widening to the outermost limit of experience. 
Shakespeare's contribution to the question of practical 
judgment is that by the loug exercise of commonplace 
qualifies we are building up a character which, though 
unconsciously, is the determining force in the emergencies 
in which commonplace qualifies are impossible. 
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II. 
IOW SHAKESPEARE IMPROYES THE STORIES 
N TI TLX-N. 
A Slud_' in Dramal[c Worbmanship. 
N treating the Story as the raw material of the Roman- 
tic Drama it has already been shown, in the case of the 
stories utilised for Z'be l]Zerc]2anl oflZenice, what natural capa- 
cities these exhibit for dramatic effect. The next step is to 
show how the artist increases their dramatic force in the pro- 
cess of working them up. Two points will be illustrated in 
the present study: first, how Shakespeare meets the diffi- 
culties of a story and reduces them to a minimum; secondly, 
how he improves the two tales by weaving them together so 
that they assist one another's effect. 
The avoidance or reduction of difficulties in a story is an 
obvious element in any kind of artistic handling; it is of 
special importance in Drama in proportion as we are more 
sensitive to improbabilities in what is supposed to take 
place before out eyes than in what we merely hear of by 
narrative. This branch of art could not be better illustrated 
than in the Story of the Jew: never perhaps bas an artist had 
to deal with materials so bristling with difïiculties of the 
greatest magnitude, and never, it may be added, bave they 
been met with greater ingenuity. The host of improbabilities 
gathering about such a detail as the pound of flesh must 
strike every mind. There is, however, preliminary to these, 
another difïiculty of more general application: the difïiculty 
of painting a character bad enough to be the hero of the 
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story. It might be thought that to paint excess of badness CAV. II. 
is comparatively easy, as needing but a coarse brush. On the_ , , 
«ontrary, there are few severer tests of «reative power than 
the treatment of monstrosity. To be told that there is 
villainy in the world and tacitly to accept the statement may 
be easy ; it is another thing to be brought into close contact 
with the villains, to hear them converse, to watch their actions 
and occasionally to be taken into their confidence. We realise 
in Drama through our sympathy and our experience: in real 
life we have not been accustomed to corne across monsters 
and are unfamiliar with their behaviour ; in proportion then 
as the badness of a character is exaggerated it is carried out- 
side the sphere of our experience, the naturalness of the 
scene is interrupted and its human interest tends to decline. 
So, in the case of the story under consideration, the dramatist 
is confronted with this dilemma: he must make the character 
of Shylock absolutely bad, or the incident of the bond will 
appear unreal; he must not make the character extra- 
ordinarily bad, or there is danger of the whole scene appear- 
ing unreaI. 
Shakespeare meets a difficulty of this kind by a double Its re- 
treatment. On the one hand, he puts no Iimits to the u#ivcncss 
blackness of e character itself; on the other hand, heactedby 
provides against repulsiveness by giving it a special attraction symathy 
with his 
of another kind. In the present case, while painting ShyIock wro»gs. 
as a monster, he secures for him a hold upon our sympathy 
by representing him as a victim of intolerable ill-treatment 
and injustice. The effect resembles the popular sympathy 
wi criminals. The men themselves and their crimes are 
highly repulsive ; but if some slight irregularity occurs in the 
process of bringing them to justiceif a counsel shows 
himself unduly eager, or a judge appears for a moment one- 
sided, a host of volunteer advocates espouse their cause. 
These are actuated no doubt by sensitiveness fo purity of 
justice ; but their protests bave a ring that closely resembles 
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CIAP. II. sympathy with the criminals themselves, whom they not 
unfrequently end by believing to be innocent and injured. 
e.g. iniii. In the saine way Shakespeare shows no moderation 
i. iii ; iv. 
in the touches of bloodthirstiness, of brutality, of sordid 
i; ii. 5. 
meanness he heaps together in the character of Shylock ; 
but he takes equal pains to rouse our indignation at the 
e. g. iii. i ; trentment he is ruade to surfer. Personages such as Gratiano, 
iv. i, &c. 
Salanio, Salarino, Tubal, serve to keep before us the medi- 
oeval fcud between Jew and-Gentile, and the persecuting 
insolence with which the fashionable youth met the money- 
i. iii. 1o7-lenders who ministered to their necessities. Antonio 
38. himself has stcpped out of his natural character in the 
iii.i. 57, grossness of his insults to his enemy. Shylock has been 
.:.3 !.. injured in pocket as well as in sentiment, Antonio using his 
111. 111. 22 ; 
and i. iii. wealth to disturb the money-market and defeat the schemes 
4- of the Jew; according to Shylock Antonio bas hindered 
him of half-a-million, and were he out of Venice the usurer 
could make what merchandise he would. Finally, our sense 
of deliverance in the Trial Scene cannot hinder a touch 
of compunction for the crushed plaintiff, as he appeals 
against the hard justice meted out to him :--the loss of his 
property, the acceptance of his life as an act of grace, the 
abandonment of his religion and race, which implies the 
abandonment of the profession by which he makes his living. 
iv. i. 374- Nay, take my life and ail; pardon hot that: 
You take my bouse when you do take the prop 
That doth sustain my bouse; you take my life 
When you do take the means whereby I live. 
By thus making us resent the harsh fate dealt to Shylock the 
dramatist recovers in our minds the fellow-feeling we have 
l)ramatic lost in contemplating the Jew himself. A name for such 
tt«dging, double treatment might be 'Dramatic Hedging': as the better 
covers a possible loss by a second bet on the opposite side, 
so, when the necessities of a story involve the creation of a 
monster, the dramatic artist 'hedges' against loss of attrac- 
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tiveness by finding for the character human interest in some Crtp. II. 
other direction. So successful has Shakespeare been in 
the present instance that a respectable minority of readers 
fise from the play partisans of Shylock. 
We pass on fo the crop of difliculties besetting the pound Di_cul«ies 
of flesh as a detail in the bond. That such a bond should be «on«ecced 
with the 
proposed, that when proposed it should be aceepted, that it pou«,t of 
should be seriously entertained by a court of justice, that ifflesh. 
entertained at ail it should be up.set on so frivolous a pretext 
as the omission of reference to the shedding of blood : these 
form a series of impossible circumstances that any dramatist 
might despair of presenting with even an approach to 
naturalness. Yet if we follow the course of the story as 
_moulded by Shakespeare we shall find all these impossibilities 
one after another evaded. 
At the end of the first scene Antonio had bidden Bassanio 
go forth and try what his credit could do in Venice. Armed 
with this blank commission Bassanio hurries into the city. 
As a gay young nobleman he knows nothing of the com- 
mercial world except the money-lenders; and now proceeds 
to the best-known of them, apparently unaware of what any 
gossip on the Rialto could have told him, the unfortunate 
relations between this Shylock and his friend Antonio. At 
the opening of the Bond Scene we find Bassanio and Shylock 
in conversation, Bassanio impatient and irritated to find that 
the famous security he has to offer seems to make so little 
impression on the usurer. At this juncture Antonio himself i. iii. 4L 
falls a in with them, sees at a glance to what his rash friend 
x No eommentator has sueeeeded in making intelligible the line 
How like a fawning publican he looks! i. iii. 4 2. 
as it stands in the text at the opening of Shylock's soliloquy. The 
expression ' fawning publican' is so totally the opposite of all the 
qualities of Antonio that it could have no force even in the mouth of 
a satirist. It is impossible not to be attracted by the simple change in 
the text that would not only get over this difficulty, but add a new 
effect to the scene : the change of assigning this single line to Antonio, 
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has committed him, but is too proud to draw back in sight 
of his enemy. Already a minor difficulty is surmounted, as 
to how Antonio comes to be in the position of asking an 
obligation of Shylock. Antonio is as impatient as dignity 
will permit to bring an awkward business to a conclusion. 
Shylock, on the contrary, to whom the interview itself is a 
triumph, in which his persecutor is appearing belote him in 
the position of a client, casts about to prolong the conversa- 
tion to as great a length as possible. Any topic would serve 
his purI»ose; but what topic more natural than the question 
at the foot of the feud between the two, the question of lend- 
irg mouey on interest ? It is here we reach the ver), heart 
of our probleln, how the first mention of the pound of flesh 
is ruade without a shock of unreality sufficient to ruin the 
whole scene. Had Shylock asked for a forfeiture of a 
nfillion per cent., or in any other way thrown into a com- 
mercial form his purpose of ruining Antonio, the old feud 
and the present opportunity would be explanation sufficient : 
the rem difficulty is the total incongruity between such an 
idea as a pound of human flesh and commercial transactions 
of any kind. This difficulty Shakespeare has met by one of 
his greatest triumphs of mechanical ingenuity: his leading 

reserving, of course, the test of the speeeh for Shyloek. 
ould then read thus [the stage direction is rny own] : 
tler ANTOlX 10. 

The passage 

This is Signior Antonio. 
[Aside]. How like a fawning publican he Iooks-- 
[ASSANIO wkis2ers ATOIO and brings him lo SnYOCR. 
Shy. [Aside]. I hate him, for he is a Christian, 
But more, &e. 
Both the terres 'fawning' nd 'public.an' are literally applicable to 
Shyloek, and are just what Antonio would be likely to say of him. 
is again a natural effeet for the two foes on meeting for the first rime in 
the play to exehange scowling defiance. Antonio's defiance is eut short 
at the first line by Bassanio's running up to him, exFlaining what he has 
done, and bringing Antonio up to where Shyloek is standing ; the rime 
oecupied in doing this gives Shyloek seope for his longer soliloquy. 



191Fk'I C b oE TIE S IN S TO P IE S. 6 3 
up to the proposal of the bond by the discussion on interest. ChAr. 
The effect of this device a modern reader is in danger of discours e 
losing : we are so familiar with the idea of interest at the on inlerest. 
present day that we are apt to forger what the difficulty was i. iii, from 
69. 
to the ancient and medieval mind, which for so many gene- 
rations kept the practice of taking interest outside the pale 
of social decency. This prejudice was one of the confusions 
arising out of the use of a metal currency. The ancient 
mind could understand how corn put into the ground would 
by the agency of time alone produce twentyfold, thirtyfold, 
, r a hundredfold; they could understand how cattle left to 
themselves would without human assistance increase from a 
small to a large flock: but how could metal grow? how 
could lifeless gold and silver increase and multiply like 
animals and human beings? The Greek word for interest, 
lokos, is the exact equivalent of the English word breed, and 
the idea underlying the two was regularly connected with 
that of interest in ancient discussions. The saine idea is 
present throughout the dispute between Antonio and Shylock. 
Antonio indignantly asks: 
when did friendship take i. iii. 34- 
A breed for barren melal of his friend ? 
Shylock illustrates usury by citing the patriarch Jacob and his i. iii. 7 2. 
clever trick in cattle-breeding; showing how, at a tinae when 
cattle were the currency, the natural rate of increase might 
be diverted to private advantage. Antonio interrupts him 
Is your gold and silver ewes and rams ? i. iii. 9 6. 
Shylock answers : 
I carmot tell; I make it breed as fast; 
both parties thus showing that they considered the distinction 
between the using of flesh and metal for the medium of 
wealth to be the essential point in their dispute. With this 
notion then of flesh versus money floating in the air between 
them the interview goes on to the outbursts of mutual hatred 
which reach a climax in Antonio's challenge to Shylock to do 
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his worst ; this challenge suddenly combines with the root 
idea of the conversation to flash into Shylock's mind the sug- 
gestion of the bond. In an instant he smoothes his face and 
proposes friendship, tic will lend the money svithout interest, 
in pure kindness, nay more, he will go to that extent of good 
understanding implied in joking, and will bave a merry bond ; 
while as to the particular joke (he says in effect), since you 
Christians cannot understand interest in the case of money 
while you acknowledge it in the case of flesh and biood, 
suppose I take as my interest in this bond a pound of your 
own flesh. In such a context the monstrous proposal sounds 
almost natural. It bas further been ushered in in a manner 
which makes it almost impossible to decline it. When one 
who is manifestly an injured man is the first to make ad- 
varices, a generous adversary finds it almost impossible to 
hold back. A sensitive man, again, will shrink from nothing 
more than from the ridicule attaching to those who take serious 
precautions against a jest. And the more incongruous Sh)- 
lock's proposal is with commercial negotiations the better 
evidence it is of his non-commerclal intentions. In a word, 
the essence of the difficulty was the incongruity between 
human flesh and money transactions: it has been surmounted 
by a discussion, flowing naturally from the position of the 
two parties, of which the point is the relative position of 
flesh and money as the medium of wealth in the past. 
The bond thus proposed and accepted, there follows the 
difficulty of representing it as entertained by a court of 
justice. With reference to Shakespeare's handling of this 
point it may be noted, first, that he leaves us in doubt 
whether the court would bave entertained it: the Duke is 
intinaating an intention of adjourning at the moment when 
the entrance of Portia gives a new turn to the proceedings. 
Again, at the opening of the trial, the Duke gives expression 
to the universal opinion that Shylock's conduct was intel- 
ligible Olfly on the supposition that he was keeping up to the 
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last moment the appearance of insisting on his strange terres, 
in order that before the eyes of the whole city he might 
exhibit his enemy at his mercy, and then add to his ignominy 
by publicly pardoning him : a fate which, it must be admitted, 
was no more than Antonio justly deserved. This will explain 
how Shylock cornes to have a hearing at ail: when once he 
is admitted to speak it is exceedingly difficult to resist the 
pleas Shakespeare puts into his mouth. He takes his stand 
on the city's charter and the letter of the law, and declines 
to be drawn into any discussion of natural justice ; yet even as 
a question of natural justice what answer can be round when 
he casually points to the institution of slavery, which we 
must suppose to have existed in Venice at the period ? Shy- 
lock's only offence is his seeking to make Antonio's life a 
marrer of barrer: what else is the accepted institution of 
slavery but the establishment of power over human flesh and 
blood and life, simply because these have been bought with 
money, precisely as Shylock has given good ducats for his 
rights over the flesh of Antonio ? No wonder the perplexed 
Duke is for adjourning. 
There remains one more difficulty, the mode in which, 
according to the tradifional story, the bond is upset. It is 
manifest that the aeement as to the pound of flesh, if it is 
to be recognised by a court of justice at ail, cannot without 
the grossest perversion of justice be cancelled on the ground 
of its omitting to mention blood. Legal evasion can go 
to great lengths. It is well known that an Act requiring 
cabs to carry lamps at night has been evaded through the 
omission of a direction that the lamps were to be lighted ; 
and that importers have escaped a dut), on foreign gloves at 
so much the pair by bringing the right-hand and left-hand 
gloves over in different ships. But it is perfectly possible to 
carry lamps without lighting them, while it is a clear impos- 
sibility to cut human flesh without shedding blood. Nothing 
of course would be easier than to upset the bond on rational 
F 
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grounds--indeed the difficulty is rather to imagine it receiving 
rational consideration at ail ; but on the other hand no solu- 
tion of the perplexity could be half so dramafic as the one 
tradition has preserved. The dramatist has to choose be- 
tween a course of procedure which shall be highly dramatic 
but leave a sense of injustice, and one that shall be sound 
and legal but comparatively tame. Shakespeare contrives 
to secure both alternatives. He retains the traditional plea 
as to the blood;but puts it into the mouth of one known to 
his audience to be a woman playing the lawyer for the nonce; 
and again, before we have time to recover from our surprise 
and feel the injustice of the proceeding, he follows up the 
brilliant evasion by a sound legal plea, the suggestion of a 
real lawyer. Portia has corne to the court from a conference 
dth her cousin Bellario, the most learned jurist of Venice. 
Certainly it was hot this doctor vho hit upon the idea of the 
blood being omitted. His contribution to the interesting con- 
sultation was clearly the old stature of Venice, which every 
one else seems to have forgotten, vhich ruade the mere 
attempt on the life of a citizen by an alien punishable vith 
death and loss of property : according to this piece of stature 
law not only would Shylock's bond be illegal, but the de- 
mand of such security constituted a capital offence. Thus 
Shakespeare surmounts the final difficulty in the story of the 
Jew in a mode which retains dramatic force to the full, yet 
does this without any violation of legal fairness. 

The second purpose of the present study is to show how 
Shakespeare has improved his two-stories by so weaving 
them together that they assist one another's effect. 
First, it is easy to see how the whole movement of the 
play rises naturally out of the union of the two stories. One 
of the main distinctions between the progress of events in 
real life or history and in Dramais that the movement of a 
drama falls into the form technically known as Complication 
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and Resolufion. A dramatist fastens our attention upon some CI-IAP. Il. 
train of events: then he sets himself to divert this train of ComtVica - 
events from its naturai course by some interruption; this tion and 
Resolulion. 
interruption is either removed, and the train of events returns 
to its natural course, or the interruption is carried on to some 
tragic culnfination. In 2"e Ierchan! of Venice our interest 
is at the beginning fixed on Antonio as rich, high-placed, the 
protector and benefactor of his friends. By the events follow- 
ing upon the incident of the bond we see vhat would seem 
the natural life of Antonio diverted into a totally different 
channel ; in the end the old course is restored, and Antonio 
becomes prosperous as before. Such interruption of a train 
of incidents is its Complication, and the terre Complication 
suggests a happy Resolution to follov. Complication and 
Resolution are essential to dramatic movement, as discords 
and their ' resolution' into concords constitute the essence of 
music. The Complication and Resolution in the story of the 7"he one 
 SlO col- 
Jew serve for the Complication and Resolut,on of the drama plited 
as a whole ; and my immediate point is that these elements of and 
solved by 
movement in the one story swing directly out of its connec- the other. 
tion wlth the other. But for Bassanio's need of money and i. i, from 
his blunder in applying to Shylock the bond would never have 12 ; i. iii. 
been entered into, and the change in Antonio's fortunes would 
never have corne about : thus the cause for ail the Complication 
of the play (technicaily, the Complicating Force) is the happy 
lover of the Caskets Story. Similarly Portia is the means by 
vhich Antonio's fortunes are restored to their natural flow : 
in other words, the source of the Resolution (or Resolving 
Force) is the maiden of the Caskets Story. The two leading 
personages of the one tale are the sources respectively of the 
Complication and Resolution in the other tale, which carry 
the Complication and Resolution of the drama as a whole. 
Thus simply does the movement of the whole play fiow from 
the union of the two stories. 
One consequence flowing from this is worth noting; that 
F2 
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the scene in which Bassanio makes his successful choice of 
the casket is the Dramatic Centre of the whole play, as being 
the point in which the Comp]icating and Resolving Forces 
meet. This Dramatic Centre is, according to Shakespeare's 
favourite custom, placed in the exact mechanical centre of 
the drama, covering the middle of the middle Act. There is 
again an amount of poetic splendour lavished upon this 
scene which throws it up as a poetic centre to the whole. 
More than this, itis the real crisis of the play. Looking phi- 
losophically upon the whole drama as a piece of history, we 
must adroit that the true turning-point is the success of Bas- 
sanio; the apparent crisis is the Trial Scene, but this is in 
reality governed by the scene of the successful choice, and 
if Portia and Bassanio had not been united in the earlier 
scene no lavyer would have interposed to turn the current 
of events in the trial. There is yet another sense in which 
the saine scene may be called central. Hitherto I have dealt 
with only two tales; the full plot however of The [«rchanl of 
Venice involves two more, the Story of Jessica and the 
Episode of the Rings : itis tobe observed that all four stories 
meet in the seene of the sueeessful choice. This scene is 
the climax of the Caskets Story. It is connected with the 
catastrophe in the Story of the Jew : Bassanio, at the moment 
of his happiness, learns that the friend through whom 
he bas been able to contend for the prize has forfeited his 
lire to his foc as the price of his liberality. The seene is 
conneeted with the Jessica Story: for Jessica and her husband 
are the messengers who bring the sad tidings, and thus link 
together the bright and gloomy elements of the play. Finally, 
the Episode of the Rings, which is to occupy the end of the 
drama, bas its foundation in this scene, in the exchange of the 
rings which are destined to be the source of such ironical 
perplexity. Sueh is the symmetry with which the plot of The 
3[erchanl of Venice has been constructed : the incident which 
is technically its Dramatic Centre is at once its mechanical 
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centre, its poetie centre, and, philosophieally eonsidered, its CtiAP. II. 
true turning-point ; while, considering the play as a Romantic 
drama with its union of stories, we find in the saine central 
incident all the four stories dovetailed together. 
These points may appear small and merely technical. But Shak«- 
it is a constant purpose with me in the prescrit exposition of speare as 
Shakespeare as a Dramatic Artist to combat the notion, so ofllot. 
widely prevalent amongst ordinary readers, that Shakespeare, 
though endowed with the profoundest grasp of human 
nature, is )'et careless in the construction of his plots: a 
notion in itself as improbable as it would be that a sculptor 
could be found to produce individual figures exquisitely 
moulded and chiselled, yet awkwardly and clumsily grouped. 
It is the minuter points that show the finish of an artist ; and 
such symmetry of construction as appears in The fl[«rchant 
of Venice is hOt likely to characterise a dramatist who sacri- 
fices plot to character-painting. 
There remains another point, which no one will consider The «nion 
of a light 
small or technical, connected with the union of the two w#h a 
stories : the faet that Shakespeare has thus united a light and serious 
a serious story, that he has woven together gloom and bright- stoo,. 
ness. This earries us to one of the great battlefields of 
dramatie history; no feature is more characteristie of the 
Romantic Drama than this mingling of light and serious in 
the saine play, and at no point has it been more stoutly 
assailed by eritics trained in an opposite school. I sa)" 
nothing of the wider scope this practice gives to the dra- 
matist, nor the way in which it brings the world of art nearer 
to the world of reality ; my present purpose is to review the 
dramatic effects which flow from the mingling of the two 
elements in the present play. 
In general human interest the stories are a eounterpoise 29ramatfi" 
to one another, so different in kind, so equal in the degree effects 
arisitff out 
of interest their progress continues to call forth. The inci- oftlzi« 
dents of the two tales gather around Antonio and Portia union. 
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respectively ; each of these is a full and rounded character, 
and they are both centres of their respective worlds. The 
stories seem to start from a common point. The keynote to 
the story of the Jew is the strange ' sadness '--the word ira- 
plies no more than seriousness--which overpowers Antonio, 
and which seems to be the shadow of his coming trouble. 
Compare with this the first words we hear of Portia: 
By my troth, Nerissa, my little body is aweary of this great 
world. 
Such a humorous languor is a fitting precursor to the ex- 
citement and energy of the scenes which follow. But from 
this common starting-point the stories move in opposite 
directions ; the spectator's sympathies are demanded alter- 
nately for two independent chains of circumstances, foi" the 
fortunes of Antonio sinking lower and lower, and the for- 
tunes of Portia rising higher and higher. He sees the 
merchant and citizen become a bankrupt prisoner, the lordly 
benefactor of his friends a wretch at the mercy of his foe. 
He sees Portia, already endowed with beauty, wealth, and 
character, attain what to her heart is )'et higher, the power to 
lay ail she has at the feet of the man she loves. Then, when 
they are at the climax of their happiness and misery, when 
Portia has received all that this world can bestow, and Anto- 
nio bas lost all that this world can take away, foi the first 
time these two central personages meet face to face in the 
Trial Scene. And if from general human interest we pass 
on to the machinery of plot, we find this also governed by the 
saine combination: a half-serious frolic is the medium in 
which a tragic crisis finds its solution. 
But it is of course passion and emotional interest which 
are mainly affected by the union of light and serious: these 
we shall appreciate chiefly in connection with the Trial Scene, 
where the emotional threads of the play are gathered into 
a knot, and the two personages who are the embodiments of 
the light and serious elements face one another as judge and 
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prisoner, In this scene it is remarkable how Portia takes Cvla,. II. 
pains to prolong to the utmost extent the crisis she has corne 
iv. i, from 
tO soive ; she holds in her fingers the threads of the tangled 
situation, and she is strong enough to play with it before she 
will consent to bring it to an end. She has intimated her 
opinion that the letter of the bond must be maintained, she 184-2oT- 
has ruade her appeal to Shylock for mercy and been refused, 
she has heard Bassanio's appeal to wrest the laxv for once to 
her authority and has rejected it; there remains nothing but 
to pronounce the deeree. But at the last naoment she asks 
to see the bond, and every spectator in court holds his 
breath and hears his heart beat as he follows the lav),er's eye 
down line after line. It is of no avail ; at the end she can 
only repeat the useless offer of thriee the loan, with the effect 
of draxving from Shylock an oath that he will hot give way. 
Then Portia admits that the bond is forfeit, with a needless 23o-244. 
reiteration of its horrible details ; yet, as if it were some evenly 
balanced question, in which after-thoughts were important, 
she once more appeals to Sh),lock to be merciful and bid 
ber tear the bond, and evokes a still stronger asseveration 
from the malignant victor, until even Antonio's stoicism be- 
gins to give vay, and he begs for a speedy judgment. Portia 243. 
then commences to pass her judgment in language of legal 
prolixity, which sounds like a recollection of her hour with 
Bellario :- 
For the intent and purpose of the law 
Hath full relation to the penalty, 
Whieh here appeareth due upon the bond, &c. 
Next she fads about the details of the judicial barbarity, 255-26l. 
the balance to weigh the flesh, a surgeon as a forlorn hope; 
and when Shylock demurs to the last, stops to argue that he 
might do this for charity. At last surely file intolerable 
suspense will corne to a termination. But our law)-er of 263. 
half-an-hour's standing suddenly remembers she has for- 
gotten to call on the defendant in the suit, and the pathos is 
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CUAP. II. intensified by the dying speeeh of Antonio, ealmly weleom- 
ing death for himself, anxious only to soften Bassanio's re- 
morse, his last human passion a rivalry with Portia for the 
love of his friend. 
iv. i. zî6. ]3id herbe judge 
Whether ]3assanio had not once a love. 
iv. i, from When the final judgment ean be delayed no longer its open- 
299" ing sentenees are still lengthened out by the jingling repeti- 
tions of judieial formality, 
The law allows it, and the court awards it, &c. 
Only when every evasion has been exhausted cornes the 
thunderstroke whieh reverses the whole situation. Now it is 
clear that had this situation been intended to have a tragie 
termination this prolonging of its details would have been 
impossible ; thus to harrow our feelings with items of agony 
would be not art but barbarity. It is because Portia knows 
what termination she is going to give to the scene that she 
ean indulge in sueh boldness; it is beeause the audience 
have recognised in Portia the signal of deliverance that the 
lengthening of the crisis becomes the dramatic beauty of 
suspense. It appears then that, if this scene be regarded only 
as a erisis of tragie passion, the dramatist has been able to 
extraet more tragic effeet out of it by the device of assisting 
the tragie with a light story. 
rcaction Again, it is a natural law of the human mind to pass 
and cotait 
cffect; from strain to reaction, and suspense relieved will find vent 
in vehement exhilaration. ]3y giving Portia ber position in 
the crisis scene the dramatist is clearly furnishing the means 
for a reaction to follow, and the reaction is found in the 
iv. i, from Episode of the Rings, by which the disguised wives entangle 
42,- their husbands in a perplexity affording the audience the 
bursts of merriment needed as relief from the tension of the 
Trial Scene. The play is thus brought into conformity with 
the laws of mental working, and the effect of the reaction 
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is to make the serious passion more keen because more CAv. II. 
healthy. 
Finally, there are the effects of mixed passion, neither effects of 
two mixed 
wholly serious nor wholly light, but compounded of the 'passion. 
which are impossible to a drama that can adroit only a 
single tone. The effect of Dramatic Irony, which Shake- 
speare inherited from the ancient Drama, but greatly 
modified and extended, is powerfully illustrated at the most 
pathetic point of the Trial Scene, when Antonio's chance iv. i. 273- 
reference to ]3assanio's new wife calls from Bassanio and 29¢. 
his followers agonised vows to sacrifice even their wives 
if this could save their patron--little thinking that these 
wives are standing by to record the vow. But there is an 
effect higher than this. Portia's outburst on the theme of iv. i. 184- 
mercy, considered only as a speech, is one of the noblest in 
literature, a gem of purest truth in a setting of richest 
music. But the situation in which she speaks it is so framed 
as to make Portia herself the embodiment of the mercy she 
describes. How can we imagine a higher type of mercy, 
the feminine counterpart of justice, than in the bright 
woman, at the moment of her supreme happiness, appearing 
in the garb of the law to deliver a righteous unfortunate 
from his one error, and the justice of Venice from the in- 
soluble perplexity of having to commit a murder by legal 
process ? And how is this situation brought about but by the 
most intricate interweaving of a story of brightness with a 
story of trouble ? 
In all branches then of dramatic effect, in Character, in 
Plot and in Passion, the union of a light with a serious story 
is found to be a source of power and beauty. The fault 
charged against the Romantic Drama has upon a deeper view 
proved a new point of departure in dramatic progress; and 
in this particular case the combination of tales so opposite 
in character must be regarded as one of the leading points 
in which Shakespeare has improved the tales in the telling. 



III. 
I-Iow SHAKESPEARE MAKES HIS PLOT BIORE 
COIIPLEX IN ORDER TO MAKE IT IORE 
SIIIPLE. 
A Slud)' in UnderploL 
CrIAt'. III. THE tifle of the present study is a paradox : that Shake- 
l'aradox of SP eare makes a plot more complex 1 in order to make it 
Si»lplicity more simple. It is however a paradox that finds an illustra- 
I,, »,ea,s C-. 
increascd uon from the material world in every open roof. The 
,-o»«?l«xity. architect's problem bas been to support a heavy weight 
without the assistance of pillars, and it might have been 
expected that in solving the problem he would at least bave 
tried every means in his power for diminishing the weight to 
be supported. On the contrary, he bas increased this weight 
by the addition of massive cross-beams and heavy iron- 
#rders. Yet, if these bave been arranged according to the 
laws of construction, each of them will bring a supporting 
power considerably greater than its own weight ; and thus, 
while in a literal sense increasing the roof, for all practical 
purposes they may be said to bave diminished it. Similarly 
a dramatist of the Romantic school, from his practice of 
uniting more than one story in the saine plot, bas to face the 
1 It is a difficulty of literary criticism that it /:tas to use as technical 
tel-ms words belonging to ordinary conversation, and therefore more or 
less indefinite in their signifieations. In the present work I ara making 
a distinction between «complex' and «complieated': the latter is applied 
to the diverting a story out of its natural course with a view to its nlti- 
mate ' resolution' ; ' complex' is reserved for the interweaving of stories 
with one another. Later on ' single' will be opposed to ' complex,' and 
' simple' to ' complicated.' 
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difficulty of eomplexity. This difficulty he solves not by seek- CnAP. IIt. 
ing how to reduce eombinations as far as possible, but, on 
the contrary, by the addition of more and inferior stories ; 
yet if these new stories are so handled as to emphasise 
and heighten the effeet of the main stories, the additional 
eomplexity will have resulted in increased simplicity. In the 
play at present under eonsideration, Sha'kespeare has inter- 
woven into a eommon pattern tvo famous and striking tales ; 
his plot, already elaborate, he has made yet more elaborate 
by the addition of two more tales less striking in their 
character--the Story of Jessiea and the Episode of the Rings. 
If it can be shown that these inferior stories have the effect TlteJessica 
of assisting the main stories, smoothing away their difficulties Stoo, and 
the ldings 
and making their prominent points yet more prominent, it Etqsode 
will be clear that he has made his plot more eomplex only in assist the 
reality to make it more simple. The present study is de-mries. 
voted to noticing how the Stories of Jessica and of the Rings 
minister to the effects of the Story of the Jew and the 
Caskets Story. 
To begin with: it may be seen that in many ways the Teflressfca 
mechanical working out of the main stories is assisted by the Sgory. g 
seres as 
Jessica story. In the first place it relieves them of their Underlot 
. fol" lle- 
superfluous personages. Every drama, however simple, must chanical 
contain ' mechanical' personages, who are introduced intoersom*ges. 
the play, not for their own sake, but to assist in presenting 
incidents or other personages. The tendency of Romantic 
Drama to put a story as a whole upon the stage multiplies 
the number of such mechanical personages: and when 
several such stories corne to be combined in one, there is a 
danger of the stage being crowded with characters which 
intrinsically have little interest. Here the Underplots be- 
corne of service and find occupation for these inferior per- 
sonages. In the present case only four personages are es- 
sential to the main plot--Antonio, Shylock, ]3assanio, Portia. 
But in bringing out the unusual tie that binds together 
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a representative of the city and a representative of the 
nobility, and upon which so much of the plot rests, it is an 
assistance to introduce the rank and file of gay society and 
depict these paying court to the commercial magnate. The 
high position of Antonio and Bassanio in their respective 
spheres will corne out still clearer if these lesser social per- 
sonages are graduated. Salanio, Salerio, and Salarino are 
mere parasites; Gratiano has a certain amount of in- 
dividuality in his wit; while, seeing that Bassanio is a scholar 
as well as a nobleman and soldier, it is fitting to give pro- 
minence amongst his followers to the intellectual and artistic 
Lorenzo. Similarly the introduction of Nerissa assists in 
presenting Portia fully; Shylock is seen in his relations vith 
his race by the aid of Tubal, his family life is seen in con- 
nection with Jessica, and his behaviour to dependants in 
connection with Launcelot; Launcelot himself is set off by 
Gobbo. Now the Jessica story is mainly devoted to these in- 
ferior personages, and the majority of them take an animated 
part in the successful elopement. It is further to be noted 
that the Jessica Underplot has itself an inferior story attached 
to it, that of Launcelot, who seeks scope for his good nature 
by transferring himself to a Christian toaster, just as his 
mistress seeks a freer social atmosphere in union with a 
Christian husband. And, similarly, side by side with the 
Caskets Story, which unites Portia and Bassanio, we have a 
laintly-marked underplot which unites their followers, Nerissa 
and Gratiano. In one or other of these inferior stories the 
mechanical personages find attachment to plot; and the 
multiplication of individual figures, instead of leaving an 
impression of waste, is ruade to minister to the sense of 
Dramatic Economy. 
Again: as there are mechanical personages so there are 
mechanical difficulties--difficulties of realisation which do hOt 
belong to the essence of a story, but which appear when the 
story cornes to be worked out upon the stage. The Story of 
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the Jew involves such a mechanical difficulty in the interval CHAP. III. 
of three months vhich elapses between the signing of the mo,th" i,,- 
bond and its forfeiture. In a classical setting this would be teal, 
avoided by making the play begin on the day the bond falls 
due ; such treatment, however, would shut out the great 
dramafic opportunity of the Bond Scene. The Romantic 
Drama always inclines to exhibiting the whole of a story ; it 
must therefore in the present case sujpose a considerable 
interval between one part of the story and another, and such 
suppositions tend tobe weaknesses. The Jessica Story con- 
veniently bridges over this interval. The first Act is given 
up to bringing about the bond, which at the beginning of the 
third Act appears tobe broken. The intervening Act consists 
of no less than nine scenes, and while three of them carry 
on the progress of the Caskets Story, the other six are 
devoted to the elopement of Jessica: the bustle and activity 
implied in such rapid change of scene indicating how an 
underplot tan be used to keep the attention of the audience 
just vhere the natural interest ofthe main story vould flag. 
The same use of the Jessica Story to bridge over the and so 
..,- , breakb 
three months' interval obviates another meehanieal amemty grcahta'l'O, 
of the main plot. The loss of ail Antonio's ships, the tlre ewsof 
Attotio'x 
supposition that ail the commercial ventures of so prudent a osses. 
merehant should simultaneously misearry, is so eontrary to 
the chances of things as to put some strain upon our sense 
of probability; and this is just one of the details whieh, too 
unimportant to strike us in an anecdote, beeome realised 
when a story is presented before our eyes. The artist, it 
must be observed, is hot bound to find actual solutions for 
every possible difiïculty; he has merely to sec that they do 
hot interfere with dramatic effeet. Sometimes he so arranges 
his incidents that the diffieulty is met and vanishes ; some- 
rimes it is kept out of sight, the portion of the story whieh 
contains it going on behind the seenes ; at other rimes he is 
content with redueing the difficulty in amount. In the pre- 
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CAr. III. sent instance the improbabi]ity of Antonio's fosses is les- 
sened by the gradual way in which the news is broken fo us 
distributed amongst the umerous scenes ofthe three months' 
interval. "Ve get the first hint of it in a chance conver- 
sation between Salanio and Salarino, in which they are 
chuckling over the success of the elopement and the fury of 
the robbed father. Salanio remarks that Antonio must look 
that he keep his day; this reminds Salarino of a ship he has 
just heard of as lost somewhere in the English Channel : 
I thonght npon Antonio when he told me; 
.And wish'd in silence that it were not his. 
iii. i. In the next scene but one the saine personages meet, and 
one of them, enquiring for the latest news, is told that the 
rumour yet lires of Antonio's loss, and now the exact place 
of the wreck is specified as the Goodwin Sands.; Salarino 
adds: 'I would it might prove the end of his losses.' 
]3efore the close of the scene Shylock and Tubal have been 
added toit. Tubal has corne from Genoa and gives Shylock 
the welcome news that at Genoa it was knozvn that Antonio 
had lost an argosy coming from Tripolis; while on his 
journey to Venice Tubal had travelled with creditors of 
Antonio who were speculating upon his bankruptcy as a 
iii. il. certainty. Then cornes the central scene in which the full 
news reaches Bassanio at the moment of his happiness: all 
Antonio's ventures failed-- 
From Tripolis, from Mexico and England, 
From Lisbon, 13arbary, and India, 
iii. iii. hot one escaped. In the following scene we sec Antonio in 
custody. 
TheJessica These are minor points such as may be met with in any 
Stoy play, and the treatment of them belongs to ordinary Dra- 
assists 
L)ranatic mafic Mechanism. But we have already had to notice that 
ttedging in the Story of the Jew contains special diflïculties which belong 
regard to 
çyl«k. to the essence of the story, and toast be met by special 

11. VIl1, 2. 
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devices. One of these was the monstrous character of the CHAr. III. 
Jew himself; and we saw how the dramatist was obliged to 
maintain in the spectators a double attitude to Shylock, 
alternately letting them be repelled by his malignity and 
again attracting their sympathy to him as a vicfim of wrong. 
Nothing in the play assists this double attitude so much as 
the Jessica Story. Not to speak of the fact that Shylock 
shows no appreciation for the winsomeness of the girl who 
attracts every one else in the drama, nor of the way in which 
this one point of brightness in the Jewish quarter throws up 
the sordidness of all her surroundings, we hear the Jew's 
own daughter reflect that his house is a ' hell,' and we sec il. iii. 2. 
enough of his domestic life to agree with her. A Shylock e.g. ii. v. 
painted without a tender side at all would be repulsive; he 
becomes much more repulsive when he shows a tenderness 
for one human being, and yet it appears how this tenderness 
has grown hard and rotten with the general debasement of 
his soul by avarice, until, in his ravings over his loss, his iii. i, from 
ducats and his daughter are ranked as equally dear. 35. 
I would my daughter were dead at my foot, and the jewels in iii. i. 92. 
her car I Would she were hearsed at my foot, and the ducats in her 
coin I 
For all this we feel that he is hardly used in losing her. 
Paternal feeling may take a gross form, but it is paternal 
feeling none the less, and cannot be denied out sympathy; 
bereavement is a common ground upon which not only high 
and low, but even the pure and the outcast, are drawn 
together. Thus Jessica at home makes us hate Shylock: 
with Jessica lost we cannot help pitying him. The per- 
fection of Dramatic Hedging lies in the equal balancing of 
the conflicting feelings, and one of the most powerful 
scenes in the whole play is devoted to this twofold display of 
Shylock. Fresh from the incident of the elopement, he is 
encountered by the parasites and by Tubal: these amuse 
themselves with alternately 'chaffing' him upon his losses, 



o TH fICH.dNT OF VNICE. 

CHAr. III. and 'draving' him in the matter of the expected gratification 
of his vengeance, while his passions rock him between 
Jcssica 
Shake- extremes of despair and fiendish anticipation. We may go 
sieare's further. Great creative power is accompanied by great 
t'Oiil£11$a- 
/ion to attachment to the creations aud keen sense of justice in dis- 
s/,yto£k, posing of them. Looked at as a whole, the Jessica Story is 
Shakespeare's compensation to Shylock. The sentence on 
iv. i. 348- Shylock, which the necessities of the story require, is legal 
394. rather than just; yet large part of it consists in a require- 
ment that he shall make his daughter an heiress. And, to 
put it more generally, the repellent character and hard fate 
of the father have set against them the sweetness and beauty 
of the daughter, together with the full cup of good fortune 
which her wilful rebellion brings her in the love of Lorenzo 
and the protecting friendship of Portia. Perhaps the dramatist, 
according to his wont, is warning us of this compensating 
treatment when he makes one of the characters early in the 
il. iv. 34. play exclaim : 
If e'er the Jew ber father corne to heaven, 
It will be for his gentle daughter's sake. 
7he_/cssica The other main source of difficulty in the Story of the 
.s'to,-.r ex- Jew is, as ve have seen, the detail concerning the pound of 
tVains Shy- 
/o,l's u- flesh, which throws improbability over every stage of its 
yiehting- progress. In one at least of these stages the difficulty is 
directly met by the aid of the Jessica Story: it is this vhich ex- 
plains Shylock's resolution hOt to give way. When we try in 
imagination to realise the whole circumstances, common sense 
must take the view taken in the play itself by the Duke : 
iv. i. 17. Shylock, the world thinks, and I think so too, 
That thou but lead'st this fashion of thy malice 
To t/àe last hour of act; and then 'ris thought 
Thou'lt show thy mercy and remorse more strange 
Than is thy strange apparent eruelty. 
A life-long training in avarice would hOt easily resist an 
offer of nine thousand ducats. But further, the alternatives 
between vhich Shylock has to choose are not so simple as 
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the alternatives of Antonio's money or his life. On the one 
hand, Shylock has to consider the srnall chance that either 
the law or the rnob would actually surfer the atrocity to be 
judicially perpetrated, and how his own life would be likely 
to be lost in the attempt. Again, turning to the other alter- 
native, Shylock is certainly deep in his schernes of ven- 
geance, and the finesse of malignity must have suggested to 
hirn how much more cruel to a man of Antonio's stamp it 
would be to fling him a conternptuous pardon before the 
eyes of Venice than to turn hirn into a martyr, even sup- 
posing this to be permitted. But at the moment when the 
choice becomes open to Shylock he has been rnaddened by 
the loss of his daughter, who, with the wealth she bas stolen, 
has gone to swell the party of his deadly foc. It is fury, not 
calculating cruelty, that rnakes Shylock with a madman's 
tenacity cling to the idea of blood, while this passion is 
blinding hirn to a more keenly flavoured revenge, and risking 
the chance of securing any vengeance at ail t. 
From the mechanical developrnent of the main plot and 
the reduction of its difficulties, we pass to the interweaving of 
the two principal stories, which is so leading a feature of the 
play. In the main this interveaving is sufficiently provided 
for by the stories thernselves, and we bave already seen how 
the leading personages in the one story are the source of the 
whole movernent in the other story. But this interweaving 
is drawn closer still by the affair of Jessica: technically 
described the position in the plot of Jessica's elopernent is 
that of a Link Action between the main stories. This 
1 This seems to me a reasonable vie,v notwithstanding vhat Jessica 
says to the contrary (iii. il. 286), that she has often heard her father svear 
he would rather have Antonio's flesh than twenty rimes the value of the 
bond. It is one thing to svear vengeance in private, another thing to 
follo,v it up in the face of a vofld in opposition. A man of over- 
bearing ternper surrounded by inferiors and dependants often utters 
threats, and seems to find a pleasure in uttering them, vhich both he 
and lais hearers know he will never earry out. 
G 
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CAP. III. linklng appears in the way in which Jessica and her suite 
are in the course of the drama transferred from the one talc 
to the other. At the opening of the play they are personages 
in the Story of the Jew, and represent its two antagonistic 
sides, Jessica being the daughter of the Jew and Lorenzo a 
friend and follower of Bassanio and Antonio. First the 
contrivance of the elopement assists in drawing together 
these opposite sides of the Jew Story, and aggravating the 
feud on which it turns. Then, as we have seen, Jessica and 
iii. il, frorn her husband in the centi'al scene of the whole play corne into 
*"*" contact with the Caskets Story at its elimax. From this point 
they beeome adopted into the Caskets Story, and setde down 
helpingto in the house and under the protection of Poria. This 
restore the 
balance be- transference further assists the symmetry of interweaving by 
teveen the helping to adjust the balance between the two main stories. 
main 
stories, In its mass, if the expression may be allowed, the Caskets 
talc, with its steady progress to a goal of success, is over- 
weighted by the talc of Antonio's tragic peril and startling 
deliveranee: the Jessica episode, withdrawn from the one 
and added to the other, helps to make the two more 
equal. Once more, the case, we have seen, is hot merely 
that of a union betveen stories, but a union between stories 
opposite in kind, a combination of brightness with gloom. 
and a bond The binding effect of the Jessica Story extends to the union 
_______ïeïenigt between these opposite tones. W e ha ve already had occasion 
and dark to notice how the two extremes meet in the central scene, how 
,limaxes. from the height of ]3assanio's bliss we pass in an instant to 
the total ruin of Antonio, which we then learn in its fulness 
for the first time: the link which eonnects the two is the 
arrival of Jessica and her friends as bearers of the news. 
Character SO far, the points cnsidered have been points of Mechan- 
effec!s. Cha- ism and Plot ; in the marrer of Character-Interest the Jessica 
r acter of 
]essica. episode is to an even greater degree an addition to the whole 
effect of the play, Jessica and Lorenzo serving as a foil to 
Portia and ]3assanio. The characters of Jessica and Lorenzo 
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are charmingly sketched, though liable to misreading unless 
carefully studied. To appreciate Jessica we must in the first 
place assume the grossly unjust medioeval view of the Jews as 
social outcasts. The dramatist has vouchsafed us a glimpse 
of Shylock at home, and brief as the scene is it is remark- il. v. 
able how much of evil is crowded into it. The breath of 
home life is trust, yet the one note which seems to pervade 
the domestic bearing of Shylock is the lowest suspiciousness. 
Three times as he is starting for Bassanio's supper he draws 
back to question the motives for which he has been invited. 
He is moved to a shriek of suspicion by the mere fact of lais 
servant joining him in shouting for the absent Jessica, by the 7- 
mention of masques, by the sight of the servant whispering --8, 44- 
to his daughter. Finally, he takes his leave witli the words 
Perhaps I will return immediately, 52. 
a device for keeping order in his absence which would be 
a low one for a nurse to use to a child, but which he is not 
ashamed of using to his grown-up daughter and the lady of 
his house. The short scene of fifty-seven lines is sufficient 
to give us a further reminder of Shylock's sordid house- 
keeping, which is glad to get rid of the good-natured 
Launcelot as a 'huge feeder'; and his aversion to any form 3, 46. 
of gaiety, which leads him to insist on his shutters being put 28. 
up when he hears that there is a chance of a pageant in 
the streets. Amidst surroundings of this type Jessica has 
grown up, a motherless girl, mingling only with harsh men 
(for we nowhere sec a trace of female companionship for 
her) : it can hardly be objected against her that she should 
long for a Christian atmosphere in which her affections might 
have full play. Yet even for this natural reaction she feels 
compunction: 
Alack, what heinous sin is it in me 
To be ashamed to be my father's child! 
But though I ara a daughter to his blood» 
 am hot to his manners. 
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Formed amidst such influences it would be a triumph to a 
character if it escaped repulsiveness; Jessica, on the contrary, 
is full of attractions. She has a simplicity which stands to 
her in the place of principle. More than this she has a high 
degree of feminine delicacy. Delicacy will be best brought 
out in a person who is placed in an equivocal situation, and 
we sec Jessica engaged, hot only in an elopement, but in an 
elopement which, it appears, has throughout been planned by 
herself and not by Lorenzo. Of course a quality like feminine 
delicacy is more conveyed by the bearing of the actress than 
by positive words; we may however notice the impression 
which Jessica's part in the elopement scenes makes upon 
those who are present. When Lorenzo is obliged to make a 
confidant of Gmtiano, and tell him how it is Jessica who has 
planned the whole affair, instead of feeling any necessity of 
apologising for her the thought of her childlike innocence 
moves him to enthusiasm, and it is here that he exclaims : 
If c'er the Jew her father cerne to heaven, 
It will be for his gentle danghter's sake. 
In the scene of the elopement itself, Jessica has steered clear 
of both prudishness and freedom, and when after her pretty 
confusion she has retired from the window, even Grafiano 
breaks out : 
Now, by my hood, a Gentile and no Jew; 
while Lorenzo himself has warmed to sec in her qualities 
he had never expected : 
Beshrew me but I love ber heartily ; 
Fer she is wise, if I can judge of her, 
And fait she is, if that mine eyes be truc, 
And truc she is, as she bas proved herself, 
And therefore, like herself, wise, fair, and truc, 
Shall she be placed in my constant seul. 
So generally, all with whom she cornes into contact feel 
her spell : the rough Launcelot parts from her with tears he 
is ashamed of yet cannot keep down; Salarino--the last of 
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men to take high views of womenresents as a sort of blas- Cnaç. III. 
phemy Shylock's claiming her as his flesh and Nood  while 
tween Jessica and Portia there seems to spring in an iii. iv, v; 
instant an attraction as mysterious as is the fie between 
Antonio and Bassanio. 
Lorenzo is for the most part of a dreamy inactive nature, Characler 
as may be seen in his amused tolerance of Launcelot's 
ifi. v. 44- 
word-fencingword-fencing being in general a challenge 75. 
which none of Shakespeare's characters can resist; similrly, 
Jessica's enthusiasm on the subject of Portia, which in reality iii. v. 75- 
he shes, he prefers to meet with banter : 89" 
Even sueh a husband 
Hast thou of me as she is for a wife. 
But the strong side of his character also is shown us in the 
play : he has an artist soul, and to the depth of his passion 
for music and for the beauty of nature we are indebted for v. i. -'4, 
some of the noblest passages in Shakespeare. This is the 54-88. 
attraction Mfich has drawn him to Jessica, her outer beauty 
is the index of artistic sensibility within : 'she is never merry v. i. 69, - 
when she hears sweet music,' and the soul of rhythm is :4. 
awakened in her, just as much as in her husband, by the 
moonlight scene. Simplicity again, is a quality they have 
in common, as is seen by their ignorance in money-iii, i. i3, 
matters, and the way a valuable turquoise ring goes for a 3- 
monkeyif, at least, Tubal may be believed : a carelessness 
of money which mitigates out dislike of the free hand Jessica 
lays upon her father's ducats and jewels. On the whole, 
however, Lorenzo's dreaminess makes a pretty contrast to 
Jessica's vivacity. And Lorenzo's inactivity is capable of 
being roused to great things. This is seen by the elopement 
itself: for the suggestion of its incidents seems to be that esp. . i. 
Lorenzo meant at first no more than ifling with the 2o, 30; ii. 
ri. 3 o, &c. 
pretty Jewess, and that he rose to the occasion as he round 
and appreciated Jessica's higher tone and attraction. Finally, 
we must see the calibre of Lorenzo's character through the 
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CAr. III. 
iii. iv. 24, 
32. 
J,'ssica and 
]'off fo l'or- 
lassattio. 

eyes of Portia, who selects him at first sight as the represen- 
tative to whom to commit ber household in her absence, of 
which commission she will take no refusal. 
So interpreted the characters of Jessica and Lorenzo 
make the whole episode of the elopement an antithesis to the 
main plot. To a wedded couple in the fresh happiness of 
their union there tan hardly fall a greater luxury than to 
further the happiness of another couple; this luxury is 
granted to Portia and Bassanio, and in their reception of the 
fugitives what picturesque contrasts are brought together ! 
The two pairs are a foil to one another in kind, and set one 
another off like gold and geins. Lorenzo and Jessica are 
negative characters with the one positive quality of intense 
capacity for enjoyment; 13assanio and Portia have every- 
thing to enjoy, yet their natures appear dormant till roused by 
an occasion for daring and energy. The Jewess and her 
husband are distinguished by the bird-like simplicity that so 
often goes with special art-susceptibility ; Portia and 13assa- 
nio are full and rounded characters in which the whole of 
human nature seems concentrated. The contrast is of degree 
as well as kind : the weaker pair brought side by side with 
the stronger throw out the impression of their strength. 
Portia has a fulness of power which puts her in her most 
natural position when she is extending protection to those 
who are less able to stand by themseh-es. Still more with 
Bassanio: he has so little scope in the scenes of the play 
itself, which from the nature of the stories present him always 
in situations of dependence on others, that we see his strength 
almost entirely by the reflected light of the attitude which 
others hold to him ; in the present instance we bave no 
difficulty in catching the intellectual power of Lorenzo, and 
Lorenzo looks up to Bassanio as a superior. And the 
couples thus contrasted in character present an equal like- 
ness and unlikeness in their fortunes. Both are happy for 
ever, and both have become so through a bold stroke. Yet 
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in the one instance it is blind obedience, in face of ail tempta- 
tions, to the mere whims of a good parent, who is dead, that 
has been guided to the one issue so passionately desired; in 
the case of the other couple open rebellion, at every practical 
risk, against the legitimate authority of an evil father, still 
living, has brought them no worse rate than happiness in one 
another, and for their defenceless position the best of 
patrons. 
It seems, then, that the introduction of the Jessica Story is 
justified, not only by the purposes of construction which it 
serves, but by the fact that its human interest is at once a 
contrast and a supplement to the main story, with which 
it blends to produce the ordered variety of a finished 
picture. 
A few words will be sufficient to point out how the effects 
of the main plot are assisted by the Rings Episode, which, 
though rich in fun, is of a slighter character than the Jessica 
Story, and occupies a much smaller space in the field of view. 
The dramatic points of the two minor stories are similar. 
Like the Jessica Story the Rings Episode assists the me- 
chanical working out of the main plot. An explanation 
must somehow be given to Bassanio that the lavyer is Portia 
in disguise; mere mechanical explanations have always an 
air of weakness, but the affair of the rings utilises the 
explanation in the present case as a source of new dramatic 
effects. This arrangement further assists, to a certain extent, 
in reducing the improbability of Portia's project. The point 
at which the improbability would be most felt would be, not 
the first appearance of the lavyer's clerk, for then we are 
engrossed in out anxiety for Antonio, but when the ex- 
planation of the disguise came to be made ; there might be a 
danger lest here the surprise of Bassanio should become 
infectious, and the audience should awake to the improb- 
ability of the whole story: as it is, their attention is at the 
critical moment diverted to the perplexity of the penitent 
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husbands. The Story of the Rings, like that of Jessica, assists 
the interweaving of the two main stories with one another, 
its subtlety suggesfing to what a degree of detail this inter- 
lacing extends. 13assanio is the main point which unites the 
Story of the Jew and the Caskets Stoo'; in the one he 
occupies the position of fiiend, in the other of husband. 
The afïair of the rings, slight as itis, is so managed by 
Portia that its point becomes a test as between his friendship 
and his love; and so equal do these forces appear that, 
though his friendship finally wins and he surrenders his 
betrothal ring, yet itis not until after his wife has given him 
a hint against herself: 
An if your wife be hot a mad-woman, 
And know how well I bave deserved the ring, 
She would hot hold out enemy for ever 
For giving it to me. 
The Rings Episode, even more than the Jessica Story, assists 
in restoring the balance between the main tales. The chier 
inequality between them lies in the fact that the Jew Story is 
complicated and resolved, while the Caskets Story is a simple 
progress to a goal; when, however, there springs from the 
latter a sub-action which has a highly cotait complication 
and resolution the two balves of the play become drama- 
tically on a par. And the interweaving of the dark and 
bright elements in the play is assisted by the fact that the 
Episode of the Rings hot only provides a comic reaction 
to relieve the tragic crisis, but its whole point is a Dramatic 
Irony in which serious and comic are inextricably mixed. 
Finally, as the Jessica Story ministers to Character effect in 
connection with the general ensemble of the personages, so 
the Episode of the Rings has a special function in bringing 
out the character of Portia. The secret of the charm which 
has won for Portia the suffrages of ail readers is the perfect 
balance of qualifies in her character: she is the meeting- 
point of brightness, force, and tenderness. And, to crown the 
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union, Shakespeare has placed her at the supreme moment of CH,V. III. 
life, on the boundary line between girlhood and womanhood, 
when the wider aires and deeper issues of maturity find 
themselves in strange association with the abandon of youth. 
The balance thus becomes so perfect that it quivers, and dips 
to one side and the other. Portia is the saucy child as she 
sprinkles her sarcasms over Nerissa's enumeration of the 
suitorg: in the trial she faces the world of Venice as a 
heroine. She is the ideal maiden in the speech in which she 
surrenders herself to Bassanio: she is the ideal woman as 
she proclaims froln the judgment seat the divinity of mercy. 
Now the fourth Act has kept before us too exclusively one 
side of this character. Not that Portia in the lavyer's gown 
is masculine : but the dramatist has had to dwell too long on 
ber side of strength. He will not dismiss us with this ina- 
pression, but indulges us in one more daring feat surpassing 
ail the madcap frolics of the past. Thus the Episode of the 
Rings is the last flicker of girlhood in Portia before it merges 
in the wider life of womanhood. We have rejoiced in a great 
deliverance wrought by a noble woman : our enjoyment rises 
higher yet when the Rings Episode reminds us that this 
wonlan has hot ceased to be a sportive girl. 
It has been shown, then, that the two inferior stories in 
2he A'rchanl of Venice assist the main stories in the most 
varied manner, smoothing their mechanical working, meeting 
their special difficulties, drawing their mutual interweaving 
yet closer, and throwing their character effects into relief: 
the additional complexity they have brought bas resulted in 
making emphatic points yet more prominent, and the total 
effect has therefore been to increase clearness and simplicity. 
Enough has now been said on the building up of Dramas out 
of Stories, which is the distinguishing feature of the Romantic 
Drama ; the studies that follow will be applied to the more 
universal topics of dramatic interest, Character, Plot, and 
Passion. 
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I HOPE that the subject of the present study will not be 
considered by any reader forbidding. On the contrary, 
there is surely attractiven'ess in the thought that nothing is so 
repulsive or so uninteresting in the world of fact but in some 
way or other it may be brought under the dominion of art- 
beauty. The author of £'Allegro shows by the companion 
poem that he could find inspiration in a rainy morning ; and 
the great toaster in Englsh poetry is followed by a great 
toaster in English painting who wins his chief triumphs by 
his handling of fog and mist. Long ago the masterpiece of 
Virgil consecrated agricultural toil; Murillo's pictures have 
taught us that there is a beauty in rags and dirt; rustic 
commonplaces gave a life passion to Wordsworth, and were 
the cause of a revolution in poetry ; while Dickens has pene- 
trated into the still less promising region of low London life, 
and cast a halo around the colourless routine of poverty. 
Men's evil passions have given Tragedy to art, crime is 
beautified by being linked to Nemesis, meanness is the 
natural source for brilliant comic effects, ugliness has reserved 
for it a special form of art in the grotesque, and pain becomes 
attractive in the light of the heroism that suffers and the 
devotion that watches. In the infancy of modern English 
poetry Drayton found a poetic side to topography and maps, 
and Phineas Fletcher idealised anatomy; while of the two 
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greatest imaginations belonging to the modern world Milton 
produced his masterpiece in the delineation of a fiend, and 
Dante in a picture of hell. The final triumph of good over 
evil seems to have been already anticipated by art. 
The portrait of Richard satisfies a first condition of ide- The 
ality in the scale of the whole picture. The sphere in xvhich he villainy of 
Richard 
is placed is not private life, but the world of history, in which ideal in its 
moral responsibility is the highest : if, therefore, the quality scale, 
of other villainies be as fine, here the issues are deeper. As and in 
fulness of 
another element of the ideal, the viIIainy of Richard is pre- devdop- 
sented to us fully developed and complete. Often an artist menl. 
of crime will rely--as notably in the portraiture of Tito 
Melema--mainly on the succession of steps by which a cha- 
racter, starting ri'oto full possession of the reader's sympathies, 
arrives by the most natural gradations ata height of evil which 
shocks. In the prescrit case all idea of growth is kept out- 
side the field of this particular play; the opening soliloquy 
announces a completed process : 
I ara determined to prove a villain, i.i. 
What does appear of Richard's past, seen through the 
favourable medium of a mother's description, only seems to 
extend the completeness to earlier stages : 
A grievous burthen was thy birth to me; 
Tetchy and wayward was thy infancy; 
Thy school-days frightful, desperate, wild, and furious, 
Thy prime of manhood daring, bold, and venturous, 
Thy age confirm'd, proud, subtle, bloody, treacherous, 
More mild, but yet more harmful, kind in hatred. 
So in the details of the play there is nowhere a note of the 
hesitation that betrays tentative action. When even Bucking- 
haro is puzzled as to what can be donc if Hastings should 
resist, Richard answers : 
Chop off his head, man ; somewhat xve will do. 
His choice is only between different modes of villainy, never 
between villainy and honesty. 
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Again, it is to be observed that there is no suggestion of 
impelling motive or other exp]anation for the villainy of 
Richard. He does not labour under any sense of personal 
injury, such as Iago felt in believing, however groundlessly, 
that his enemies had wronged him through his wife; or 
Ednmnd, whose soliloquies ¢ isplay him as conscious that his 
birth bas ruade his whole lire an injmy. Nor bave we in this 
case the morbid enjoyment of suffering which we associate 
with Mephistopheles, and which Dickens bas worked up into 
one of his most powerful portraits in Quilp. Richard never 
turns aside to gloat over the agonies of his victims ; it is not 
so much the details as the grand schemes of villainy, the 
handling of large combinations of crime, that bave an interest 
for him : he is a strategist in villainy, not a tactician. Nor 
can we point to ambition as a sufficient motive. He is 
ambitious in a sense which belongs to all vigorous natures; 
he bas the workman's impulse to fise by his work. But 
ambition as a determining force in character must imply 
more than this ; it is a sort of moral dazzling, its symptom is 
a fascination by ends which blinds to the ruinous means 
leading up to these ends. Such an ambition was lIacbeth's; 
but in Richard the symptoms are wanting, and in ail his long 
soliloquies he is never found dwelling upon the prize in view. 
A nearer approach to an explanation would be Richard's 
sense of bodily deformity. Not only do all who corne in 
contact with him shrink fi'om the 'bottled spider,' but he 
himself gives a conspicuous place in his meditations to the 
thought of his ugliness ; from the outset he connects his 
criminal career with the reflection that he ' is hot shaped for 
sportive tricks :' 
Deforrn'd, unfinish'd, sent before my time 
Into this breathing world, scarce half ruade up, 
And that so lamely and unfashionable 
That dogs bark at me as I halt by them; 
Why, I, in this weak piping rime of peace, 
Have no delight to pass away the rime, 
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Unless fo spy rny shadow in the sun 
And descant on mine own deforrnity. 
Still, it would be going too far to eall this the motive of his 
crimes: the spirit of this and similar passages is more 
accurately expressed by saying that he has a morbid pleasure 
in contemplating physical ugliness analogous to lais morbid 
pleasure in contemplating moral baseness. 
There appears, then, no sufficient explanation and motive 
for the villainy of Richard : the general impression conveyed 
is that to Richard villainy has become an end in itself needing 
no special motive. This is one of the simplest principles of 
human development--that a means to an end tends to be- 
tome in time an end in itself. The miser who began accu- 
mulating to provide comforts for his old age finds the process 
itself of accumulating gain firmer and firmer hold upon him, 
until, when old age has tome, he sticks to accumulating and 
foregoes comfort. So in previous plays Gloster may have 
been impelled by ambition to his crimes: by the rime the 
present play is reached crime itself becomes to him the dearer 
of the two, and the anabitious end drops out of sight. This 
leads directly to one of the two main features of Shakespeare's 
portrait: Richard is an arh'sl t'n villaity. What form and 
colour are to the painter, what rhythm and imagery are to 
the poet, that crime is to Richard : it is the medium in which 
his soul frames its conceptions of the beautiful. The gulf 
that separates between Shakespeare's Richard and the rest of 
humanity is no gross perversion of sentiment, nor the devel- 
opinent of abnormal passions, nor a notable surrender in the 
struggle between interest and right. It is that he approaches 
villainy as a thing of pure intellect, a region of moral indiffer- 
ente in which sentiment and passion have no place, attraction 
to which implies no more motive than the simplest impulse to 
exercise a native talent in its natural sphere. 
Of the various barriers that exist against crime, the most 
powerftfl are the checks that eome from human emotions. It 
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is easier for a criminal to resist the objections his reason 
interposes to evildoing than to overcome these emotional 
restraints : either his own emotions, woven iy generations of 
hereditary transmissfon into the very framework of his 
nature, which make his hand tremble in the act of sinning ; 
or the emotions his crimes excite in others, such as will 
cause hardened wretches, who can die calmly on the scaffold, 
to cower before the menaces of a mob. Çrime becomes 
possible only because these emotions can be counteracted by 
more powerful emotions on the other side, by greed, by thirst 
for vengeance, by inflamed hatred. In Richard, however, 
when he is surveying his works, we find no such evil emotions 
raised, no gratified vengeance or triumphant hatred. The 
reason is that there is in him no restraining emotiin to be 
overcome. Hirror at the unnatural is hot subdued, but 
absent; his attitude to atrocity is the passionless attitude of 
the artist who recognises that the tyrant's cruelty can be set 
to as good music as the martyr's heroism. Readers are 
hocked at the scene in which Richard wooes Lady Arme 
beside the hier of the parent he has murdered, and wonder 
that so perfect an intriguer should not choose a more favour- 
able time. ]Sut the repugnance of the reader has no placein 
Richard's feelings: the circumstances of the scene are so 
many objeclions, to be met by so much skill of treatment. A 
single detail in the play illustrates perfectly this neutral atti- 
tude to horror. Tyrrel cornes to bring the news of the 
princes' murder; Richard answers: 
Corne to me, Tyrrel, soon at after supper, 
And thou shalt tell the process of their death. 
Quilp could hOt have waited for his gloating till after supper ; 
other villains would have put the deed out of sight when done ; 
the epicure in villainy reserves his 3on3ouche till he has leisure 
to do it justice. Callous to bis own emotions, he is equally 
callous to the emotions he rouses in others. When Queen 
iargaret is pouring a flood of curses which make the inno- 
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cent courtiers' hair stand on end, and the heaviest curse of CHAP. IV. 
all, which she has reserved for Richard himself, is rolling on i. iii. 216- 
toits climax, 239. 
Thou slander of thy Inother's heavy womb! 
Thou loathed issue of thy father's loins! 
Thou rag of honour! thou detested-- 
he adroitly slips in the word 'IIargaret' in place of the 
intended ' Richard,' and thus, with the coolness of a school- 
boy's small joke, disconcerts her tragic passion in a way that 
gives a moral wrench to the whole scene. His own mother's iv. iv, from 
ourse moves him not even to anger ; he caps its clauses with i.6. 
bantering repartees, until he seizes an opportunity for a pun, 
and begins to move off : he treats her CUl'Se, as in a previous 
scene he had treated ber blessing, with a sort of gentle ina- il. ii. o 9. 
patience as if tired of a fond yet somewhat troublesome 
parent. Finally, there is an instinct which serres as resultant 
to all the complex forces, emotional or rational, which sway 
us between right and wrong; this instinct of conscience is 
formally disavowed by Richard : 
Conscience is but tt word that cowards use, v. iii. 3o9. 
I)evised ttt first to keep the strong in awe. 
But, if the natural heat of emotion is wanting, there is, on But/e re- 
..., gards 
the other hand, the full intellectual warmth of an arust s :illaDzl, 
enthusiasm, whenever Richard turns to survey the gaine he is with 
intdlectual 
playing. He reflects with a relish how he does the wrong enthusias»r 
and first begins the brawl, how he sets secret mischiefoft/ze 
abroach and charges it on to othêrs, beweeping his own artist. 
i. iii. from 
victims to simple gulls, and, when these begin to cry for 324. 
vengeance, quoting Scripture against returning evil for evil, 
and thus seeming a saint when most he plays the devil. The 
great toaster is known by his appreciation of details, in the 
least of which he tan sec the play of great principles : so the 
magnificence of Richard's villainy does hot make him in- 
sensible to commonplaces of crime. When in the long 
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Clt,P. IV. usurpation conspiracy there is a moment's breathing space 
iiiv. I-X L just before the Lord l[ayor enters, Richard and Buckingham 
utilise it for a burst of hflarity over the deep hypocrisy with 
which they are playing their parts ; how they can counterfeit 
the deep tragedian, murder their breath in the middle of a 
word, tremble and start at wagging of a straw :--here we have 
the musician's flourish upon his instrument from very wanton- 
ness of skill. Again : 
i. i. t8. Simple, plain Clarence! I do love thee so 
That I will shortly send thy soul to heaven-- 
is the composer's pleasure at hitting upon a readily workable 
theme. Richard appreciates his murderers as a workman 
appreciates good tools : 
i. iii. 354. Your eyes drop millstones, xvhen fools' eyes drop tears: 
I like you, lads. 
i. il, from And at the conclusion of the scene with Lady Anne we have 
228. the artist's enjoyment of his own masterpiece : 
Was ever woman in this humour woo'd ? 
"Vas ever woman in this humour von ?... 
What! I, that kill'd ber husband and his father, 
To take her in ber heart's extremest hate, 
With curses in ber mouth, tears in ber eyes, 
The bleeding witness of ber hatred by ; 
Having Goal, her conscience, and these bars against me, 
And I nothing to back my suit at ail, 
But the plain devil and dissembling looks, 
And yet to win ber, all the world to nothing! 
The tone in this passage is of the highest : it is the tone of a 
musician fresh from a triumph of his art, the sweetest point 
in which bas been that he bas condescended to no adven- 
titious aids, no assistance of patronage or concessions to 
popular tastes ; it bas been won by pure music. So the artist 
in villainy celebrates a triumph of plain devil! 
7"« This view of Richard as an artist in crime is sufficient to 
villaity 
ideal in explain the hold which villainy bas on Richard himself: but 
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ideal villainy must be ideal also in its success ; and on this ChAr. IV. 
side of the analysis another conception in Shakespeare's success: a 
portraiture becomes of first importance. It is obvious en,u,h faschtagiott 
  ofirresisti- 
that Richard has ail the elements of success which can be bility in 
reduced to the form of skill: but he has something more. Richard. 
No theory of human action will be complete which does hot 
recognise a dominion of will over will operating by mere con- 
tact, without further explanation so far as conscious influence 
is concerne& What is it that takes the bird into the jaws of 
the serpent ? No persuasion or other influence on the bird's 
consciousness, for it struggles to keep back ; we tan only 
recognise the attraction as a force, and give it a naine, 
fascination. In Richard there is a similar Fascination of 
lrresistibility, which also operates by his mere presence, and 
which fights for him in the saine way in which the idea of 
their invincibility fought for conquerors like Napoleon, and 
was on occasions as good to them as an extra twenty or thirty 
thousand men. A consideration like this will be appreciated 
in the case of lours de force like the Wooing of Lady Arme, 
which is a stumblingblock to many readers--a widow beside 
the bier of her murdered husband's murdered father wooed 
and won by the man who makes no secret that he is the 
murderer of them both. The analysis of ordinary human 
motives would make it appear that Arme would hot yield at 
points at which the scene represents ber as yielding; some 
other force is wanted to explain ber surrender, and it is found 
in this secret force ofirresistible will which Richard bears about 
with him. But, it will be asked, in what does this fascination 
appear ? The answer is that the idea of it is furnished to us 
by the other scenes of the play. Such a consideration illus- 
trates the distinction between real and ideal. An ideal inci- 
dent is not an incident of real life simply clothed in beauty of 
expression; nor, on the other hand, is an ideal incident 
divorced from the laws of real possibility. Ideal implies that 
the transcendental bas been ruade possible by treatment: that 
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CHAF. IV. an incident (for example) which rnight be impossible in itself 
becomes possible through other incidents with which it is as- 
sociated, just as in actual life the action of a public personage 
which may have appeared strange at the time becornes 
intelligible when at his death ve can review his life as a 
whole. Such a scene as the Wooing Scene rnight be im- 
possible as a fragment; it becomes possible enough in the 
play, where it has to be taken in connection with the rest of 
the plot, throughout which the irresistibility of the hero i. 
hefa«i- prominent as one of the chief threads of connection. Nor is 
nation is Io it any objection that the Wooing Scene cornes early in the 
be conveyed 
in the action. The play is not the book, but the actor's interpreta- 
acting', tion on the stage, and the actor will have collected even from 
the latest scenes elements of the interpretation he throws 
into the eadiest: the actor is a lens for concentrating the 
light of the whole play upon every single detail. The fasci- 
nation of irresistibility, then, which is to act by instinct in 
every scene, may be arrived at analytically when we survey 
the play as a whole--when we sec how by Richard's 
innate genius, by the reversal in him of the ordinary relation 
of hurnan nature to crime, especially by his perfect mas- 
tery of the successive situations as they arise, the dra- 
rnatist steadily builds up an irresistibility which becomes 
a secret force clinging to Richard's presence, and througb 
the operation of which his feats are half accomplished by 
the fact of his attempting them. 
Te irre- To begin xvith : the sense of irresistible power is brought 
sistibility 
analysed, out by the way in which the unlikeliest things are con- 
Unlikely tinuaIly drawn into his schernes and utilised as means. Not 
mcans, to speak of his regular affectation of blunt sincerity, he 
i. i, from 
42 . makes use of the simple brotherly confidence of Clarence as 
iii.iv; esp. an engine of fratricide, and founds on the frank famill- 
e6 coin- arity existing between hirnself and Hastings a plot b) 
pared with 
iii. i. 84. vhich he brings him to the block. The Queen's com- 
punction at the thought of leaving Carence out of the 



17ROM THE SIDE OF CHARACTER, 99 
general reconciliation around the dying king's bedside is the CHAr. IV. 
fruit of a conscience tenderer than her neighbours' : Richard il. i, from 
adroitly seizes it as an opportunity for shifting on to the 73;cf. 34. 
Queen and her friends the suspicion of the duke's murder. 
The childish prattle of little York Richard manages to sug- iii. i. 
gest to the bystanders as dangerous treason; the solemnity 
of the king's deathbed he turns to his own purposes by out- i_ï. i. 
doing ail the test in Christian forgiveness and humility; and 
he selects devout meditation as the card to play with the iii. v. 99, 
&c. 
Lord Mayor and citizens. On the other hand, amongst 
other devices for the usurpation conspiracy, he starts a 
slander upon his own mother's purity ; and further--by one iii. v. î.- 
of the greatest strokes in the whole play--makes capital 94- 
in the Wooing Scene out of his own heartlessness, de-i. il. 
scribing in a burst of startling eloquence the scenes of 67" 
horror he bas passed through, the only man unmoved to 
tears, in order to add : 
And what these sorrows could hot thence exhale, 
Thy beauty hath, and rnade them blind with weeping. 
There are things which are too sacred for villainy to touch, 
and there are things which are protected by their own foul- 
ness : both alike are ruade useful by Richard. 
Similarly it is to be noticed how Richard can utilise the The sensa- 
  tion pro- 
very sensation produced by one crime as a means to ormg duced 
about more ; as when he interrupts the King's dying moments o,,e crime 
ntad¢ fo 
to announce the death of Clarence in such a connection as britgabott 
rnust give a shock to the most unconcerned spectator, and ot,ers. 
then draws attention to the pale faces of the Queen's friends il. i, from 
as marks of guilt. He thus makes one crime beget another 77; cf.  34, 
without further effort on his part, reversing the natural law 
by which each criminal act, through its drawing more sus- 
picion to the villain, tends to limit his power for further 
mischief. It is to the saine purpose that Richard chooses IWchard's 
. o,n plants 
sometimes instead of acting himself to foist his own senemesfoistedo 
on to others; as when he inspires Buckingham with the 
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ChAr. IV. idea of the young king's arrest, and, when Buckingham 
seizes the idea as his own, meekly accepts it from him : 
11. 11, I [ 2-- 
t54; esp. I, like a child, will go by thy direction. 
J49- 
There is in all this a dreadful ecoon 9, of crime: hot the 
economy of prudence seeldng to reduce its amount, but the 
artist's economy which delights in bringing the largest 
nmnber of effects out of a single device. Such skill opens 
up a vista of evil which is boundless. 
.vo si,ns of The sense of irresistible power is again brought out by his 
,;ort in 
A'icard." perfect imperturbability of mind : villainy never ruffles his 
imtertur3" spirits, tIe never misses the irony that starts up in the 
ability of 
,m;d; circumstances around him, and says to Çlarence : 
i. i. t t . This deep disgrace in brotherhood 
Touches me deeply. 
While taking his part in entertaining the precocious King 
he treats us to continual asides 
iii. i. 79, So wise so young, they say, do never lire long 
t 4 . 
showing how he can stop to criticise the scenes in which 
he is an actor. He can delay the conspiracy on which his 
iii. iv. 24. chance of the crown depends by coming late to the counci|, 
and then while waiting the moment for turning upon his 
iii. iv. 3. victim is cool enough to recollect the Bishop of Ely's straw- 
humour; berries. But more than ail these examples is to be noted 
Richard's humour. This is par excellence the sio-n of a 
mind at ease with itself : scorn, contempt, bitter jest belong 
to the storm of passion, but humour is the sunshine of the 
soul. Yet Shakespeare has ventured to endow Richard 
with unquestionable humour. Thus, in one of his earliest 
i.i. 5- meditations, he prays, 'God take King Edward to his 
6. mercy,' for then he will marry Warwick's youngest daughter: 
What though I kill'd ber husband and her father! 
The readiest way to make the wench amend» 
Is to become her husband and ber father ! 
And ail through there perpetually occur little turns of lan- 
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guage into which the actor can throxv a tone of humorous CnAP. 1¥. 
enjoyment; notably, when he complains of being 'too lo9;iv.iii 
childish-foolish for this world,' and where he nearly ruins the ri.s, 4,; i. 
m. 14z ; il. 
effect of his edifying penitence in the Reconciliation Scene, i. 7z; iii. 
by being unable to resist one final stroke : vil. 51-b4, 
&c. 
I thank nay Goal for nay hunaility ! 
Of a kindred nature is his perfect frankness and fairness tof'eedom 
his victims: villainy never clouds his judgment, lae'oT .,:£rom,-e- 
_ ' judice. 
astutest of intriguers, was deceived, as bas been already 
noted, by his own morbid acuteness, and firmly believed-- 
what the simplest spectator tan sec to be a delusion--that 
Othello bas tampered with his wife. Richard, on the con- 
trary, is a marvel ofjudicial impartiality; he speaks of King 
Edward in such terms as these-- 

If King Edward be as truc aud just i.i. 36. 
As I ana subtle, false and treacherous ; 
and weighs elaborately the superior merit of one of his 
victims to his own: 
Hath she forgot already that brave prince, i. il. from 
Edward, ber lord, whom I, some three naonths since, -'4 o. 
Stabb'd in nay angry naood at Tewksbury ? 
A sweeter and a lovelier gentlenaan, 
l'ramed in the prodigality of nature, 
Young, valiant, wise, and, no doubt, right royal, 
The spacious world cannot again afford : 
And will she yet debase ber eyes on nae, 
That cropped the golden prinae of this sweet prince, 
And naade her xvidow to a woful bed ? 
On nae, whose ail not equals E&vard's naoiety ? 
Richard can rise to all his height of villainy without its 
leaving on himself the slightest trace of struggle or even 
effort. .4 reckless- 
Again, the idea of boundless resource is suggested by an ness suee- 
occasional recklessness, almost a slovenliness, in the details gesting 
boundless 
of his intrigues. Thus, in the early part of the Wooing resources. 
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caP. IV. Scene he makes tvo blunders of which a tyro in intrigue 
i. ii. 9 I. might be ashamed. He denies that he is the author of Ed- 
ward's death, to be instanfly confronted with the evidence 
of Biargaret as an eye-witness. Then a few lines further 
on he goes to the opposite extreme : 
i. ii. toi. Aune. Didst thou not kill this king ? 
Glotte. I grant ye. 
Anue. Dost grant me, hedgehog .9 
The merest beginner would know better how to meet 
accusations than by such haphazard denials and acknow- 
ledgments. But the crack billiard-player will indulge at 
the beginning of the gaine in a little clumsiness, giving his 
adversaries a prospect of victory only to have the pleasure 
of making up the disadvantage with one or two brilliant 
strokes. And so Richard, essaying the most difficult problem 
ever attempted in human intercourse, lets hall the interview 
pass before he feels it worth while to play with caution. 
Geueral The mysterious irresistibility of Richard, pointed to by 
,haraclerof--l¢ickaraes me succession of incidents in the play, is assisted by the 
httrigue: very improbability of some of the more difficult scenes in 
inspiratiott which he is an actor. Intrigue in general is a thing of 
,al,-ulatiou. reason, and its probabilities can be readily analysed ; but the 
genius of intrigue in Richard seems to make him avoid the 
caution of other intriguers, and to give him a preference for 
feats which seem impossible. The whole suggests how it is 
not by calculation that he works, but he brings the louch of 
an artist to his dealing with human weakness, and follows 
whither his artist's inspiration leads him. If, then, there is 
nothing so remote from evil but Richard can make it tri- 
butary; if he can endow crimes with power of self-multiply- 
ing ; if he can pass through a career of sin without the taint 
of distortion on his intellect and with the unruffled calmness 
of innocence ; if Richard accomplishes feats no other would 
attempt with a carelessness no other reputation would risk, 
even slow reason may well believe him irresistible. When, 
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further, such qualifications for villainy become, by unbroken 
success in villainy, reflected in Richard's very bearing ; when 
the only law explaining his motions to onlookers is the law- 
lessness of genius whose instinct is more unerring than the 
most laborious calculation and planning, it becomes only 
natural that the opinion of his irresistibility should become 
converted into a mysfic fasct'nal'on, making Richard's very 
presence a signal to his adversaries of defeat, chilling with 
hopelessness the energies with which they are to face his 
consummate skill. 
The two main ideas of Shakespeare's portrait, the idea of 
an aoEist in crime and the fascination of invincibility which 
Richard bears about with him, are strikingly illustrated in 
the wooing of Lady Arme. For a long time Richard will hot 
put forth effort, but meets the loathing and execration hurled 
at him with repartee, saying in so many words that he regards 
the scene as a' keen encounter of our wits.' Ail this rime 
the mysterious power of his presence is operating, the more 
strongly as Lady Anne sees the most unanswerable cause 
that denunciation ever had to put produce no effect upon 
ber adversary, and feels her own confidence in ber wrongs 
recoiling upon herself. When the spell has had rime to 
work then he assumes a serious tone: suddenly, as we have 
seen, turning the strong point of Anne's attack, his own 
inhuman nature, into the basis of his plea--he who never 
wept before has been softened by love to her. From this 
point he urges his cause with breathless speed ; he presses a 
sword into her hand with which to pierce his breast, knowing 
that she lacks the nerve to wield it, and seeing how such 
forbearance on her part will be a starting-point in giving 
way. We can trace the sinking of her will before the un- 
conquerable will of her adversary in her feebler and feebler 
refusals, while as yet very shame keeps her to an outward 
defiance. Then, when she is wishing to yield, he suddenly 
finds her an excuse by declaring that all he desires at this 
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she should leave the care of the King's 
funeral 
To him that hath more cause to be a mourner. 
]3y yielding this much to penitence and religion we see she 
has commenced a downward descent from which she will 
never recover. Such consummate art in the handling of 
human nature, backed by the spell of an irresistible pre- 
sence, the weak Anne has no power to combat. To the last 
she is as much lost in amazement as the reader at the wav 
it has ail corne about: 

Lo, ere I can repeat this curse again, 
Even in so short a space, my woman's heart 
Grossly grew captive to his honey words. 
To gather up our results. A dramatist is to paint a por- 
trait of ideal villainy as distinct from villainy in real life. In 
real life it is a commonplace that a virtuous life is a life of 
effort ; but the converse is not true, that he who is prepared 
to be a villain xvill therefore lead an easy life. On the con- 
trary,'the way of transgressors is hard.' The metaphor 
suggests a path, laid down at first by the Architect of the 
universe, beaten plain and fiat by the generations of men 
who have since trodden it: he who keeps within this path of 
rectitude will walk, hot without effort, yet at least with 
safety; but he who 'steps aside' to the right or left will 
find his way beset with pitfalls and stumblingblocks. ]n 
real life a man sets out to be a villain, but his mental power 
is deficient, and he remains a villain only in intention. Or 
he has stores of power, but lacks the spark of purpose to set 
them affame. Or, armed with both will to plan and mind to 
execute, yet his efforts are hampered by unfit tools. Or, if 
his purpose needs reliance alone on lais own clear head and 
his oxvn strong arm, )'et in the critical moment the emo- 
tional nature he has inherited with his humanity starts into 
rebellion and scares him, like blacbeth, from the half- 
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accomplished deed. Or, if he is as hardened in nature as ChAr. 1v. 
corrupt in mind and v:ill, yet he is closely pursued by a 
mocking fate, v:hich crowns his well-laid plans with a mys- 
terious succession of failures. Or, if there is no other 
limitation on him from v:ithin or from without, yet he may 
move in a world too narrow to give him scope : the man 
with a heart to be the scourge of his country proves in fact 
no more than the vagabond of a country side.--But in 
Shakespeare's portrait me have infinite capacity for mischief, 
needing no purpose, for evil has become to it an end in 
itself; me have one who for tools can use the baseness of his 
own nature or the shame of those who are his nearest kin, 
while at his touch all that is holiest becomes transformed 
into weapons of iniquity. We have one whose nature in the 
past has been a gleaning ground for evil in every stage of 
his development, and who in the present is framed to look 
on unnatural horror with the eyes of interested curiosity. 
We bave one who seems to be seconded by fate with a 
series of successes, which builds up for him an irresistibility 
that is his strongest safeguard ; and who, instead of being 
cramped by circumstances, has for his stage the world of 
history itself, in v:hich crowns are the prize and nations the 
victims. In such a portrait is any element wanting to arrive 
at the ideal of villainy ? 
The question would rather be whether Shakespeare has Ideal 
hOt gone too far, and, passing outside the limits of art, ex- :illainy 
V. tlgol- 
hibited a monstrosity. Nor is it an answer to point to the stro«#y. 
' dramatic hedging' by which Richard is endowed with un- 
daunted personal courage, unlimited intellectual power, and 
every good quality not inconsistent v:ith his perfect villainy. 
The objection to such a portrait as the present study presents 
is that it offends against out sense of the principles upon which 
the universe has been constructed; v:e feel that belote a 
violation of nature could attain such proportions nature must 
have exerted her recuperative force to crush it. If, however, 
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(.'IIAP. IV. the dramatist can suggest that such reassertion of nature is 
actually ruade, that the crushing blow is delayed only while 
it is accumulating force: in a word, if the dramatist can 
draw out before us a 2Vemesis as ideal as the villainy was 
ideal, then the full demands of art will be satisfied. The 
Nernesis that dominates the whole play of Richard III will 
be the subject of the next study. 
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RICHARD I[I : HOW SHAKESPEARE WEAVES 
IEIIESIS INTO HISTORY. 
A Slucty in 29lol 

I HAVE alluded already to the dangerous tendency, which, CnAl,. V. 
as it appears to me, exists amongst ordinary readers of Richar d 
Shakespearê, to ignore plot as of secondary importance, III: ri-oto 
lhe Charac- 
and to look for Shakespeare's greatness mainly in his con-ter side a 
ceptions of character. But the full character effect of a violation of 
Nemesis ; 
dramatic portrait cannot be grasped if it be dissociated from 
the plot; and this is nowhere more powerfully illustrated 
than in the play of Richard 111. The last study was 
devoted exclusively to the Character side of the play, and 
on this confined view the portrait of Richard seemed a huge 
offence against our sense of moral equilibrium, rendering 
artistic satisfaction impossible. Such an impression vanishes 
when, as in the present study, the drama is looked at fromfi-o»z the 
side of 1"lo6 
the side of Plot. The effect of this plot is, however, the lran.r- 
missed by those who limit their attention in reviewing it to formaHon 
of histo O, 
Richard himself. These may feel that there is nothing in his iuto Nemc- 
fate to compensate for the spectacle of his crimes: man sis. 
must die, and a death in fulness of energy amid the glorious 
stir of battle may seem a rate to be envied. But the Shake- 
spearean Drama with its complexity of plot is not limited 
to the individual lire and rate in its interpretation of history ; 
and when we survey ail the distinct trains of interest in the 
play of tichard 111, with their blendings and mutual 
influence, we shall obtain a sense of dramatic satisfaction 
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CHAP. V. amply counterbalancing the monstrosity of Richard's villainy. 
Viewed as a study in character the play leaves in us only an 
intense craving for Nemesis: when we turn to consider the 
plot, this presents to us the world of history transformed 
into an intricate design of which the recurrent pattern is 
Nemesis. 
This notion of tracing a pattern in human affairs is a 
convenient key to the exposition of plot. Laying aside 
for the present the main interest of Richard himself, we may 
observe that the bulk of the drama consists in a number of 
minor interestswsingle threads of the patternweach of 
Clarence. which is a separate example of Nemesis. The first of these 
trains of interest centres around the Duke of Clarence. He bas 
betrayed the Lancastrians, to whom he had solemnly sworn 
i. iv. $o, 66. fealty, for the sake of the house of York ; this perjury is his 
bitterest recollection in his hour of awakened conscience, and 
is urged home by the taunts of his murderers; while his only 
defence is that he did it all for his brother's love. Yet his 
ii. i. 86. lot is to fall by a treacherous death, the warrant for which is 
signed by this brother, the King and head of the Yorkist house, 
i. iv. 25o. while its execution is procured by the bulwark of the house, 
T,'e A'ing: the intriguing Richard. The centre of the second nemesis 
is the King, who has thus allowed himself in a moment of 
suspicion to be made a tool for the murder of his brother, 
ii. i. 77- seeking to stop it when too late. Shakespeare has con- 
33. trived that this death of Clarence, announced as it is in 
so terrible a manner beside the King's sick bed, gives him a 
shock from which he never rallies, and he is carried out to 
die xvith the words on his lips : 
O God, I fear Thy justice will take hold 
On me, and you, and mine, and )Tours for this. 
The Oueen In this nemesis on the King are associated the Queen and 
and her ber kindred. They bave been assenting parties to the 
kindred. 
measures against Clarence (however little they may have 
contemplated the bloody issue to which those measures have 

The under- 
lot : a set 
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Actions. 
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been brought by the intriomaes of Gloster). This we must CIAP. v. 
understand from the introduction of Clarence's children, il. il. 6z- 
who serve no purpose except to taunt the Queen in her 65. 
bereavement : 
Boy. Good aunt, you wept hot for our father's death ; 
How tan we aid you with our kindred tears? 
Girl. Out fatherless distress was left unmoan'd ; 
Your widow-dolour likewise be unwept! 
The death of the King, so unexpectedly linked to that of 
Carence, removes from the Queen and ber kindred the sole il. il. 74, 
&C. 
bulwark to the hated Woodville family, and leaves them at 
the mercy of their enemies. A third nemesis Action has Hastin«. 
Hastings for its subject. Hastings is the head of the court- i. i. 66; iii. 
faction which is opposed to the Queen and her allies, and he ii. 58, &c. 
passes all bounds of decency in his exultation at the rate 
which overwhelms his adversaries : 
But I shall laugh at this a twelvemonth hence, 
That they who bronght me in my master's hate, 
I li'e to look upon their tragedy. 
He even forgets his dignity as a nobleman, and stops on his 
way to the Tower to chat with a mere ofiïcer of the court, in iii. ii. 9ï- 
order to tell him the news of which he is full, that his 
enemies are to die that day at Pomfret. Yet this very 
journey of Hastings is his journey to the block ; the saine 
cruel rate which had descended upon his opponents, from 
the saine agent and by the saine unscrupulous doom, is dealt 
out to Hastings in his turn. In this treacherous casting off 15ucMn- 
of Hastings when he is no longer useful, Buckingham has kam. 
been a prime agent, t3uckingham amused himself with the iii. il, from 
false security of Hastings, adding to Hastings's innocent t4" 
expression of his intention to stay dinner at the Tower the 
aside 
And supper too, although thou know'st it not ; 
while in the details of the judicial murder he plays second to 
Richard. By precisely similar treachery he is himselt" cast 
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he hesitates to go further with Richard's villainous 
and in precisely similar manner the treachery is 
with contempt. 
uc. I ana thus bold to put your grace in naind 
Of what you promised me. 
Iff.. ich. Well, but what's o'clock ? 
]¢uck. Upon the stroke of ten. 
. gich. Well, let it strike. 
l¢uck. Why let it strike? 
.. gich. Because that, like a Jack, thou keep'st the stroke 
]3etwixt thy begng and rny naeditation. 
I ana hOt in the gi»5ng vein to-day. 
/uck. Why, then resolve me whether you will or no. 
t". ich. Tut, tut. 
Thou troublest me; I ana hot in the rein. 
[Excunt ail but Bt«ckingham. 
tuck. Is it even so ? rewards he my true service 
With sueh deep contenapt? ruade I hirn king for this? 
O, let nae think on Hastings, and be gone 
To Brecknock, while rny fearful head is ont 
These four Nemesis Actions, it will be observed, are hot 
separate trains of incident going on side by side, they are 
linked together into a system, the law of which is seen to be 
that those who triumph in one nemesis beeome the victims 
of the next; so that the whole suggests a ' ehain of destruc- 
tion,' like that binding together the orders of the brute 
creation whieh lire by preying upon one another. When 
Clarence perished it was the King who dealt the doom and 
the Queen's party who triumphed: the wheel of Nemesis goes 
round and the King's death follows the death of his victim. 
the Queen's kindred are naked to the vengeance of their 
enemies, and Hastings is left to exult. Again the wheel of 
Nemesis revolves, and Hastings at the moment of his highest 
exultation is hurled to destruction, while Buekingham stands 
by to point the moral with a gibe. Once more the wheel 
goes round, and Buekingham hears similar gibes addressed 
to himself and points the saine moral in his own person. 
Thus the portion of the drama we have so far considered 
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yields us a pattern within a pattern, a series of Nemesis 
Actions woven into a complete underplot by a connecting-link 
which is also Nemesis. 
Following out the saine general idea we may proceed to 
notice how the dramatic pattern is sm'rounded by a fi'inge or 
border. The picture of life presented in a play will have the 
more reality if it be connected with a life wider than its own. 
There is no social sphere, however private, but is to some 
extent affected by a wider life outside it, this by one wider 
still, until the great world is reached the story of which is 
History. The immediate interest iTlty be in a single family, 
but it will be a great xvar which, perhaps, takes away some 
member of this family to die in battle, or some great com- 
mercial crisis which brings mutation of fortune to the 
obscure home. The artists of fiction are solicitous thus to 
suggest connections between lesser and greater; it is the 
natural tendency of the mind to pass from the known to the 
unknown, and if the artist tan derive the movements in his 
little world from the great world outside, he appears to bave 
given his fiction a basis of admitted truth to test on. This 
device of enclosing the incidents of the actual story in a frame- 
work of great events--technically, the ' Enveloping Action" 
--is one which is common in Shakespeare ; it is enough to 
instance such a case as A Æ5"dsummer .5"gh£s 19ream, in which 
play a fairy story has a measure of historie reality given toit 
by its connection with the marriage of personages so famous 
as Theseus and Hippolyta. In the present case, the main 
incidents and personages belong to public life; nevertheless 
the effect in question is still secured, and the contest of 
factions with which the play is occupied is represented as 
making up only a few incidents in the great feud of Lan- 
caster and York. This :Enveloping Action of the whole play, 
the War of the Roses, is marked with special clearness : two 
personages are introduced for the sole purpose of giving it 
prominence. The Duchess of York is by her years and 
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CnAP. V. position the representative of the whole house ; the factions 
who in the play successively triumph and fall are ail de- 
scended rion herself; she says : 
Alas, I an the mother of these moans! 
Their woes are parcelrd, mine are general. 
i. iii, from And probabilities are forced to bring in Queen Margaret, 
 ; a,d the head and sole rallying-point of the ruined Lancastrians : 
iv. iv. - 
5- when the two aged women are confronted the whole civil 
war is epitomised. It is hardly necessary to point out that 
this Enveloping Action is itself a Nemesis Action. AI1 the 
rising and falling, the suffering and retaliation that we 
actually see going on between the different sections of the 
Yorkist house, constitute a detail in a wider retribution: the 
esp. ii. ii ; presence of the Duchess gives to the incidents a unity, Queen 
1V. 1 ; 1V'.IV.  
iIargaret s function is to point out that this unity of woe is 
ii. iii; and only the nemesis falling on the house of York for their 
iv. iv. 
wrongs to the house of Lancaster. Thus the pattern ruade 
up of so many reiterations of nemesis is enclosed in a 
border xvhich itself repeats the saine figure. 
lc En- The effect is carried further. Generally the Enveloping 
AC¤sis Action is a sort of curtain by which our view of a drama is 
,'arriedon bounded; in the present case the curtain is at one point 
in.to indefi- lifted, and we get a glimpse into the world beyond. Queen 
mten¢ss. 
Margaret bas surprised the Yorkist courtiers, and ber pro- 
phetic denunciations are still ringing, in which she points to 
the calamities her foes bave begun to surfer as retribution for 
the woes of which ber fallen greatness is the representative 
i. iii. a ;'4- --when Gloster suddenly turns the tables upon her. 
194. 
The curse my noble father laid on thee, 
When thou didst crown his warlike brows with paper 
And with thy scorns drew'st rivers from his eyes, 
And then, to dry them, gavest the duke a clout 
Steep'd in the faultless blood of pretty Rutland,-- 
His eurses, then from bitterness of soul 
Denounced against thee, are all falrn upon thee; 
And God, hot we, bath plagu'd thy bloody deed. 
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And the new key-note struck by Gloster is taken up in CA'. V. 
chorus by the rest, who find relief from the crushing effect of 
Margaret's curses by pressing the charge home upon her. 
This is only a detail, but itis enough to carry the effect of 
the Enveloping Action a degree further back in rime: the 
events of the play are nemesis on York for wrongs done to 
Lancaster, but now, it seems, these old wrongs against 
Lancaster were retribution for yet older crimes Lancaster had 
committed against York. As in architecture the vista is 
contrived so as to carry the general design of the building 
into indefiniteness, so here, while the grand nemesis, of 
which lIargaret's presence is the representative, shuts in the 
play like a veil, the momentary lifting of the veil opens up a 
vista of nemeses receding further and further back into 
history. 
Once more. Ail that we have seen suggests it as a sort T/« 
altelnpt to 
of law to the feud of York and Lancaster that each is reverse 
destined to wreak vengeance on the other, and then itself nemesis 
confirms 
surfer in turn. But at one notable point of the play an i. il. 
attempt is ruade to evade the hereditary nemesis by the 
marriage of Richard and Lady Anne. Anne, daughter to 
Warwick--the grand deserter to the Lancastrians and martyr 
to their cause--widow to the murdered heir of the house 
and chief mourner to its murdered head, is surely the 
greatest sufferer of the Lancastri/ns at the hands of the 
Yorkists. Richard is certainly the chier avenger of York 
upon Lancaster. When the chief source of vengeance and 
the chier sufferer are united in the closest of ail bonds, the 
attempt to evade Nemesis becomes ideal. Yet what is the 
consequence? This attempt of Lady Anne to evade the 
hereditary curse proves the ver)' channel by which the curse 
descends upon herself. We see her once more : she is then iv. i. 66- 
on her way to the Tower, and we hear her tell the strange 
story of her wooing, and wish the crown were ' red hot steel 
to sear her to the brain'; never, she says, since her union 
I 
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nition, 

i. iv. 66. 

x 14 A'ING RICHARD III : 
with Richard has she enjoyed the golden dew of sleep ; she is 
but waiting for the destruction, by which, no doubt, Richard 

will shortly rid himself of her. 
An objection may, however, 
tinual repetition of an idea like 
artistic effect, unfil it cornes to 

here present itself, that con- 
Nemesis, tends to weaken its 
be taken for granted. No 

doubt it is a law of taste that force may be dissipated by 
repetition if carried beyond a certain point. But it is to be 
noted, on the other hand, what pains Shakespeare has taken 
to counteract the tendency in the present instance. The 
force of a nemesis may depend upon a fitness that addresses 
itself to the spectator's reflection, or it may be measured by 
the degree to which the nemesis is brought into prominence 
in the incidents themselves. In the incidents of the present 
play special means are adopted to make the recognition of 
the successive nemeses as they arise emphatic. In the first 
place the nemesis is in each case pointed out at the moment 
of its fulfilment. In the case of Clarence his story of crime 
and retribution is reflected in his dream belote itis brought 
to a conclusion in reality ; and wherein the bitterness of this 
review consists, we see when he turns to his sympathising 
jailor and says: 
o Brackenbur)b I bave done those things, 
Which no.w bear evidence against my soul, 
For Edward's sake: and see how he requites me! 
The words have already been quoted in which the King re- 
cognises how God's justice has overtaken him for his part in 
Clarence's death, and those in which the children of Clarence 
taunt the Queen with her having herself to bear the bereave- 
ment she bas ruade them surfer. As the Queen's kindred are 
being led to their death, one of them exclaims: 
Now Margaret's curse is fall'n upon out heads 
For standing by when Richard stabb'd ber son. 
Hastings, when his doom has wakened him from his in- 
fatuation, recollects a priest he had met on his way to the 
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Tower, with whom he had stopped to talk about the dis- cn«P. v. 
comfiture of his enemies : 
O, now I want the priest that spake to me ! iii. iv. 8 9. 
Buckingham on his way to the seaffold apostrophises the 
souls of his victims : 
If that your moody diseontented souls v.i. 7- 
Do through the elouds behold this prescrit hour, 
Even for revenge moek my destruction. 
And such individual notes of recognition are collected into a 
sort of chorus when lIargaret appears the second time to iv.iv. , 
point out the fulfilment of ber eurses, and sits down beside 
the old Duchess and her daughter-in-law to join in the 
'society of sorrow' and 'cloy her' with beholding the re- 
venge for which she has hungered. 
Again, the nemeses have a further emphasis given to 
them by prophecy. As Queen llargaret's second appear-pacy, 
ance is to mark the fulfilment of a geneml retribution, so her i. iii, from 
first appearance denounced it beforehand in the form of 95- 
curses. And the effect is carried on in individual pro- 
phecies: the Queen's friends as they surfer foresee that the 
turn of the opposite party will corne : 
You live that shall ery woe for this hereafter; iii. iii. 7- 
and Hastings prophesies ]3uekingham's doom: 
They smile at me that shortly shall be dead. 
It is as if the atmosphere cleared for each sufferer with the 
approach of death, and they then saw clearly the righteous 
plan on which the universe is constructed, and xvhich had 
been hidden from them by the dust of life. 
But there is a third means, more powerful than either re- a»d esl'ect- 
t 
cognition or prophecy, which Shakespeare bas employed o iront. 
make his Nemesis Actions emphttic. The danger of an effect 
becoming tame by repetition he has met by giving to each 
train of nemesis a flash of irony at some point of its course. 
In the case of Lady Anne we bave already seen how the 
exact channel Nemesis chooses by which to descend upon 

iii. iv. lO 9. 
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Cnn. V. her is the attempt she ruade to avertit. 
eursed her husband's murderer : 
iv. i. 75. 

ii.i. 34. 

i. iv. 87, 
199 » oo, 
o6, 

i. iv. 23z. 

She had bitterly 

And be thy wifewif any be so mad-- 
As miserable by the life of thee 
As thon hast ruade me by my dear lord's death ! 
In spite of this she had yielded to Richard's mysterious 
power, and so, as she feels, proved the subjecl of ber own 
hear's curse. Again, it was noticed in the preceding study 
how the Queen, less hard than the rest in that wicked court, 
or perhaps softened by the spectacle of her dying husband, 
essayed to reverse, when too late, what had been done 
against Clarence ; Gloster skilfully turned this compunction 
of conscience into a ground of suspicion on which he traded 
to bring all the Queen's friends to the block, and thus a 
rnoment's relenting was ruade into a means of destruction. 
In Clarence's struggle for lire, as one after another the 
threads of hope snap, as the appeal to law is met by the 
King's command, the appeal to heavenly law by the re- 
minder of his own sin, he comes to rest for his last and surest 
hope upon his powerful brother Gloster--and the very mur- 
derers catch the irony of the scene : 
Clar. If you be hired for meed, go back again, 
And I will send you to my brother Gloster, 
Who shall reward you better for my lire 
Than Edward will for tidings of my death. 
Sec. [urd. You are deeeived, your brother Gloster hates you. 
Clar. O. no, he loves me, and he holds me dear: 
Go you to him from me. 
Bath. Ay, so we will. 
Clar. Tell him, when that onr princely father York 
Bless'd his three sons with his victorions arm, 
And charg'd ris from his soul to love eaeh other, 
I-Ie little thonght of this divided friendship : 
Bid Gloster think of this, and he will weep. 
First [urd. Ay, millstones; as he lesson'd us to weep. 
Clar. O, do not slander him, for he is kind. 
First [urd. Right, 
As snow in harvest. Thon deceivest thyself: 
'Tis he that sent ns hither now to slaughter thee 
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£7ar. It cannot be; for when I parted with him, 
He hugg'd me in his amas, and swore, with sobs, 
That he would labour my delivery. 
Sec. [ztrd. Why, so he dot/a, now he delivers thee 
From this world's thraldom to the joys of heaven. 
In the King's case a special incident is introduced into the ii. i. 95- 
scene to point the irony. Before Edward can well realise 
the terrible announcement of Clarence's death, the decorum 
of the royal chamber is interrupted by Derby, who bursts 
in, anxious hot to lose the portion of the king's lire that yet 
remains, in order to beg a pardon for his follower. The 
King feels the shock of contrast : 
Ilave I a longue to doom my brother's death, 
And shall the saine give pardon to a slave ? 
The prerogafive of mercy that exists in so extreme a case as 
the murder of a' righteous gentleman,' and is so passionately 
sought by Derby for a servant, is denied to the King himself 
for the deliverance of his innocent brother. The nemesis iii. ii, from 
on Hastings is saturated with irony; he bas the simplest 4t- 
reliance on Richard and on' his servant Catesby," who bas 
corne to him as the agent of Richard's treachery; and the 
very words of the scene bave a double significance that ail 
see but Hastings himself. 
/arasl. I tell thee, Catesby,-- 
Cale. What, my lord ? 
/-fast. Ere a fortnight make me elder 
I'll send some packing that yet think hot on it. 
Cale. 'Tis a vile thing to die,. my gracious lord, 
When men are tmprepared, and look hOt for il. 
tasl. O monstrous, moastrous ! and so falls il out 
With Rivers, Vaughan, Grey: and so "twill do 
With some men else, who think themselves as safe 
As thou and I. 
As the scenes with Margaret constituted a general summary 
of the individual prophecies and recognitions, so the Recon- ii. i. 
ciliation Scene around the King's dying bed may be said to 
gather into a sort of summary the irony distributed through 
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the play; for the effect of the incident is that the different 
parties pray for their own destruction. In this scene ]3uck- 
ingham has taken the lead and struck the most solemn notes 
in his pledge of amity ; when ]3uckingham cornes to die, his 
bitterest thought seems to be that the day of his death is AIl 
Souls' Day. 
This is the day that, in King Edward's time, 
I wish'd might fall on me, vhen I was round 
False to his ehildren or his wife's allies; 
This is the day wherein I wish'd to fall 
By the false faith of hirn I trusted most; . . 
That high All-Seer that I dallied vith 
Hath turn'd my feigned prayer on my head 
And given in earnest what I begg'd in jest. 
/3y deviees, then, such as these ; by the sudden revelation of 
a remedy when it is just too late to use it; by the sudden 
memory of elear warnings blindly missed; by the spectacle 
of a leaning for hope upon that whieh is known to be ground 
for despair ; by attempts to retreat or turn aside proving 
short euts to destruction ; above all by the sufferer's perception 
that he himself has had a chief share in bringing about his 
doom :--by such irony the monotony of Nemesis is relieved, 
and fatality becomes flavoured with mockery. 
Dramatie design, like design whieh appeals more direetly 
to the eye, bas its perspective: to miss even by a little the 
point of view from whieh it is to be eontemplated is enough 
to throw the whole into distortion. So readers who are not 
careful to wateh the harmony between Charaeter and Plot 
have often found in the present play nothing but wearisome 
repetition. Or, as there is only a step between the sublime 
and the ridiculous, this masterpieee of Shakespearean plot 
has suggested to them only the idea of lIelodrama,--that 
eurious produet of dramatie feeling without dramatie inven- 
tiveness, with its world in which poetie justice has beeome 
prosaie, in which conspiraey is never so superhumanly secret 
but there cornes a still more superhuman deteetion, and how- 
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ever successful villainy may be for a moment the spectator CHAP. V. 
confidently relies on its being eventually disposed of by a 
summary ' off with his head.' The point of viexv thus missed 
in the present play is that this network of Nemesis is all 
needed to give dramatic reality to the colossal villainy of the 
principal figure When isolated, the character of Richard is 
unrealisable from its offence against an innate sense of re- 
tribution. Accordingly Shakespeare projects it into a world 
of which, in whatever direction ve look, retribution is the sole 
visible pattern; in which, as ve are carried along by the 
movement of the play, the unvarying reiteration of Nemesis 
has the effect of giving rhy/hm/ofale. 
What the action of the play has yielded so far to our in- The moti,e 
 force of the 
vestigation has been independent of the central personage.whole?lay 
we bave now to connect Richard himself vith the plot. is anot]ter 
lellzesis : 
Although the various Nemesis Actions have been carried on te Lire 
by their own motion and by the force of retribution as a and Dcatlz 
principle of moral government, yet there is hot one of them ofickard. 
which reaches its goal without at some point of its course 
receiving an impetus from contact with Richard. Richard 
is thus the source of movement to the whole drama, commu- 
nicating his own energy through all parts. It is only fitting 
that the motive force to this system of nemeses should be 
itself a grand Nemesis Action, the/] and Death, or crime 
and retribution, of Richard III. The hero's fise bas been 
sufficiently treated in the preceding study; it remains to trace 
his rail. 
This fall of Richard is constructed on Shakespeare's Thefallof 
favourite plan ; its force is measured, not by suddenness and lichard: 
hot a slzock 
violence, but by protraction and the perception of distinct but a suc- 
cession of 
stages--the crescendo in music as distinguished from the stages. 
fortissimo. Such a fall is hot a mere passage through the air 
--one shock and then all is over--but a slipping clown the 
face of the precipice, with desperate clingings and con- 
seiously increasing impetus: its effect is the one inexhaust- 
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ible emotion of suspense. If we examine the point at which 
the fall begins we are reminded that the nemesis on Richard 
is different in its type from the others in the play. These 
are (like that on Shylock) of the equalily type, of which the 
motto is measure for measure : and, with his usual exactness, 
Shakespeare gives us a turning-point in tbe precise centre 
of the play, where, as the Queen's kindred are being borne 
to their death, we get the first recognition that the general 
retfibufion denounced by Margaret has begun to work. But 
the turning-point of Richard's rate is reserved till long past 
the centre of the play ; his is the nemesis of sureness, in 
which the blow is delayed that it may accumulate force. 
Not that this turning-point is reserved to the very end ; the 
change of fortune appears just when Richard has com- 
milled himself to his final crime in the usurpation--the 
murder of the children--the crime from which his most 
unscrupulous accomplice has drawn back. The effect of 
this arrangement is to make the numerous crimes which 
follow appear to corne by necessity ; he is ' so far in blood 
that sin will pluck on sin '; he is forced to go on heaping up 
his villainies with Nemesis full in his view. This turning- 
point appears in the simple announcement that ' Dorset bas 
fled to Richmond.' There is an instantaneous change in 
Richard to an attitude of defence, which is maintained to the 
end. His first instinct is action: but as soon as we have 
heard the rapid scheme of measures--most ofthem crimes-- 
by which he prepares to meet his dangers, then he tan give 
himself up to meditation ; and we now begin to catch the 
significance of what has been announced. The name of 
Richmond has been just heard for the first rime in this play. 
But as Richard meditates we learn how Henry VI pro- 
phesied that Richmond should be a king while he was but a 
peevish boy. Again, Richard recollects how lately, while 
viewing a castle in the west, the mayor, who showed him 
over it, mispronounced its name as 'Richmond'--and he had 
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started, for a bard of Ireland had told him he should hot CnAe. ¥. 
live long after he had seen Richmond. Thus the irony that 
bas given point to all the other retributions in the play is 
hot wanting in the chief retribution of all: Shakespeare 
compensates for so long keeping the grand Nemesis out 
of sight by thus representing Richard as gradually realising 
that lhe finger of l'remesis bas been pOl)tling al hl'm ai1 his lire 
and he has nevcr seen il .t 
From this point fate never ceases to tantalise and mock Tantalis- 
Richard. He engTtges in his measures of defence, and with eryinRich- 
their villainy his spirits begin to recover : ara'sfate. 
The sons of Eward sleep in Abraham's bosom, iv. iii. 38. 
And Anne my xvife hath bid the world good night ; 
young Elizabeth is to be his next victim, and 
To her I go, a jolly thriving wooer. 
Suddenly the Nemesis appears again with the news that .coin.p.: 49- 
IV. ul. 45- 
Ely, the shrewd bishop he dreads most of ail men, is with 
Richmond, and that ]3uckingham bas raised an army. 
Again, lais defence is completing, and the wooing of Eliza- 
beth--his masterpiece, since it is the second of its kind--has 
been brought to an issue that deserves his surprised exulta- 
tion : 
Relenting fool, and shallow, changing woman ! iv. iv. 4a. 
Suddenly the Nemesis %ain interrupts him, and this time is 
nearer : a puissant navy has actually appeared on the vest. 
And now his equanimity bens at last to be disturbed. He His equ,- 
, timity af 
storms at Catesby for hot starting, forgetting that he naSfected" 
given him no message to take. lIore than this, a little iv. iv. 444- 
further on Richard changes his mind.t Through the rest of 540. 
the long scene destiny is openly playing with him, giving 
him just enough hope to keep the sense of despair warm. 
l[essenger follows messenger in hot baste : Richmond is on 
the seas--Courtenay has risen in Devonshire--the Guild- 
fords are up in Kent.--]3ut Buckingham's army is dis- 
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CHAr. V. persed.--]3ut ¥orkshire bas risen.--]3ut, a gleam of hope, 
the Breton navy is dispersed--a triumph, ]3uckingham is 
taken.--Then, finally, Richmond bas landed !' The suspense 
is telling upon Richard. In this scene he strikes a messenger 
before he bas time to learn that he brings good tidings. 
v. iii. 2, 5, When we next sec him he wears a forced gaiety and scolds 
s, &c. his followers into cheerfulness; but with the gaiety go 
sudden fits of depression : 
ttere will I lie to-night ; 
But where to-morrow ? 
v. iii, from A little later he becomes nervous, and we bave the minute 
47- attention to details of the man who feels that his all depends 
upon one cast ; he will not sup, but calls for ink and paper 
to plan the morrow's fight, he examines carefully as to his 
beaver and his armour, selects White Surrey to ride, and at 
last calls for wine and confesses a change in himself: 
I have hOt that alacrity of spirit, 
Nor cheer of mind, that I vas wont to bave. 
Climax of Then cornes night, and with it the full ride of Ncmesis. 
icharans 
rate : signi-]3y the device of the apparitions the long accumulation of 
fi(ance of crimes in Richard's fise are ruade to bave each its due re- 
/he atari - presentation in his fall. It matters hOt that they are only 
lions. 
v. iii, from apparitions. Nemesis itself is the ghost of sin :its sting lies 
[8. hot in the physical force of the blow, but in the close con- 
neclion between a sin and its retribution. So Richard's 
victims rise from the dead only to secure that the weight of 
each several crime shall lie heavy on his soul in the morrow's 
doom. This point moreover must hot be missed--that the 
.si/- climax of his rate cornes to Richard in his sleep. The 
«awe of supreme conception of resistance to Z)eity is reached when 
l¢ickard's 
s/cep. God is opposed by God's greatest gift, the freedom of the 
will. God, soit is reasoned, is omnipotent, but God bas 
rnade man omnipotent in setting no bounds to his will ; and 
God's omnipotence to punish may be met by man's omni- 
potence to endure. Such is the ancient conception of Pro- 
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metheus, and such are the reasonings Milton has imagined CHAr. V. 
for-his Satan : to whom, though heaven be lost, 
All is hot lost, theunconquerable will... 
And courage never to submit or yield. 
But when that strange bundle of greatness and littleness 
which makes up man attempts to oppose with such weapons 
the Almighty, how is he to provide for those states in which 
the will is no longer the governing force in lais nature ; for 
the sickness, in which the mind ma), have to share the 
feebleness of the body, or for the daily suspension of will in 
sleep ? Richard can to the last preserve his will from falter- 
ing. But, like all the rest of rnankind, he must some rime 
sleep: that which is the refuge of the honest man, when he 
ma), relax the tension of daily care, sleep, is to Richard his 
point of weakness, when the safeguard of invincible will can 
protect him no longer. It is, then, this weak moment which 
a mocking fate chooses for hurling upon Richard the whole 
avalanche of his doom; as he starts into the frenzy of his 
half-waking soliloquy we see him, as it were, tearing off 
layer after layer of artificial reasonings with which the will- 
struggles of a lifetime have covered his soul against the touch 
of natural remorse. With full waking his will is as strong 
as ever: but meanwhile his physical nature has been shat- 
tered to its depths, and it is only the wreck of Richard that 
goes to meet his death on Bosworth Field. 
There is no need to dwell on the further stages of the Rc»taining, 
r.  ., stages of th¢ 
fall: to the last the tantalising mockery continues, rcnar« Sfall " 
spirits rise with the ordering of the battle, and there cornes v. iii. 303. 
the mysterious scroll to tell him he is bought and sold. His 
spirits rise again as the fight commences, and news cornes of v. iii. 
Stanley's long feared desertion. Five rimes in the battle he 
has slain his foe, and rive rimes it proves a false Richmond. v. iv. , 
Thus slowly the cup is drained to its last dregs and Richard 
dies. The play opened with the picture of peace, the peace i. i. from 
which led Richard's turbid soul, no longer finding scope in 
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Cnm'. V. physical warfare, to turn to the moral war of villainy ; from 
that point through all the crowded incidents bas raged the 
tumultuous battle between Will and Nemesis ; with Richard's 
death it ceases, and the play may return toits keynote : 
v. v. 4 o. 2qow civil wonnds are stopp'd, peace lives again. 



VI. 

How EMESIS AND DESTINY ARE INTER- 
WOVEN IN IACBETH. 
A fur/ber S/udy in P/oL 
Tn present study, [ike the last, 
last illustrated Shakespeare's grandeur of conception, how 
single principle is held firm amidst the intricacies of history, a 
subtlety 
and reiterated in every detail. The present purpose is to give lot. 
an example of Shakespeare's subtleO', and to exhibit the 
incidents of a play bond together hot by one, but by three, Its tkree- 
distinct threads of connectionor, if a technical terre mayf °ea«ti°n" 
be peitted, three Forms of Dramatic Actiona[[ working 
harmoniously together into a design eqally involved and 
s)metrical. One of these forms is Nemesis; the other 
two are borrowed from the ancient Drama: it thus becomes 
necessary to digress for a moment, in order to notice certain 
differences between the ancient and modern Drama. and 
between the ancient and modern thought of which the Draa 
is the expression. 
In the ancient Classical Drama the main moral idea nder- 
  passage 
lying its action is the idea of Destiny. The ancient 
recognised Deity, but their deities were hot supreme in the 
universe; Zeus had gained his position by a revolution, Destiny 
and in his turn was to be overthrown by revolution ; there changes 
into ri- 
was thus, in ancient conception, behind Deity 
force to which Deity itself was subject. The supreme force 
of the universe bas by a school of modern thought been de- 
fined as a stream of tendency in things hot ourselves making 
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(_'HAP. VI. for righteousness : if we attempt to adapt this formula to the 
ideas of antiquity the difficulty will be in finding anything to 
substitute for the word nhteousness. Sometimes the sure 
of forces in the universe did seem, in the conception of the 
ancients, to make for righteousness, and Justice became the 
highest law. At other times the world seemed to them 
governed by a supernatural Jealousy, and human prosperity 
was struck down for no reason except that it was prosperity. 
In such philosophy as that of Lucretius, again, the tendency 
of all things was tovards Destruction ; while in the handling 
of legends such as that of Hippolytus there is a suggestion of 
a dark interest to ancient thought in conceiving Evil itself as 
an irresistible force. It appears, then, that the ancient mind 
had caught the idea of force in the universe, without adding 
to it the further idea of a motive by which that force was 
guided: h)td fate was the governing power over all other 
powers. With this simple conception of force as ruling the 
world, modern thought has united as a motive righteousness 
or law : the transition from ancient to modern thought may 
be faMy described by saying that Destiny has become 
changed into Providence as the supreme force of the uni- 
The change verse. The change may be well illustrated by compm'ing the 
,-ected h, ancient and modern conception of Nemesis. To ancient 
ancient and 
modern thought Nemesis was simply one phase of Destin)'; the story 
Nemesis. of Polycrates has been quoted in a former study to illustrate 
how Nemesis appeared to the Greek mind as capricious a 
deity as Fortune, a force that might at any time, heedless of 
desert, check whatever happiness was high enough to attract 
its attention. But in modern ideas Nemesis and justice are 
strictly associated : Nemesis may be defined as the artistic 
side of justice. 
So far as Nemesis then is concerned, it has, in modern 
thought, passed altogether out of the domain of Destiny and 
been absorbed into the domain of law : it is thus fitted to be 
one of the regular foms into which human history may be 
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represented as falling, in harmony with our modern moral CrlAP. vI. 
conceptions. But even as regards Destiny itself, while the 
notion as a whole is out of harmony with the modern notion 
of law and Providence as ruling forces of the world, yet 
certain minor phases of Destiny as conceived by antiquity 
have survived into modern rimes and been found hot irre- 2émesis 
concilable with moral law. Two of these minor phases of and l.cs- 
liny n- 
I)estiny are, it will be shown, illustrated in 2]Iacbeth: and lewovcn 
in the plot 
we ma), thus take as a general description of its plot, the ofIacbeth. 
interweaving of Destiny with Nemesis. 
That the career of Macbeth is an example of Nemesis The whole 
needs only to be stated. As in the case of lichard HI, plot a 
we V«mesis 
bave the rise and fall of a leading personage ; the rise is a .ction, 
crime of which the fall is the retribution. Nemesis bas just 
been defined as the artistic aspect of justice ; we bave in 
previous studies seen different artistic elements in different 
types of Nemesis. Sometimes, as with Richard I/I, the 
retribution becomes artistic through its sureness; its long 
delay renders the effect of the blow more striking when it 
does corne. More commonly the artistic element in Nemesis ofte O'Pe 
consists in the perfect equality between the sin and its retribu- ofequality. 
tion; and of the latter type the Nemesis in the play of 
2]Acbeth is perhaps the most conspicuous illustration. The 
rise and fall of lXlacbeth, to borrow the illustration of 
Gervinus, constitute a perfect arch, with a turning-point in 
the centre. Macbeth's series of successes is unbroken till it 
ends in the murder of Banquo; his series of failures is un- 
broken from its comnaencenaent in the escape of Fleance. 
Success thus constituting the first half and failure the second 
hall of the play, the transition from the one to the other is 
the expedition against Banquo and Fleance, in which success 
and failure are mingled : and this expedition, the keystone to 
the arch, is found to occupy the exact middle of the middle iii. iii. 
Act. 
t3ut this is hOt ail: hot only the play as a whole is an 



I28 MACBETH. 

CHAP. VI. 
The rise of 
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separale 
Nêmesis 
action. 

example of nemesis, but if its two halves be taken sepa- 
rately they will be found to constitute each a nemesis com- 
plete in itself. To begin with the first half, that which is 
occupied with the rise of Macbeth. If the plan of the play 
extended no further than to make the hero's fall the retribu- 
tion upon his rise, it might be expected that the turning- 
point of the action would be reached upon Macbeth's 
elevation to the throne. As a fact, however, Macbeth's rise 
does hot stop here ; he still goes on to win one more success 
in his attempt npon the lire of Banquo. What the purpose of 
this prolonged flow of fortune is will be seen when it is con- 
sidered that this final success of the hero is in reality the 
source of his ruin. In Macbeth's progress to the attainment 
of the crown, while of course it was impossible that crimes so 
violent as his should hot incur suspicion, yet circumstances 
had strangely combined to soothe these suspicions to sleep. 
But---so Shakespeare manipulates the story--when Macbeth, 
seated on the throne, goes on to the attempt against Banquo, 
this additional crime hot only brings its own punishment, but 
has the further effect of unmasking the crimes that have gone 
before. This important point in the plot is brought out to us 
in a scene, specially introduced for the purpose, in which 
Lennox and another lord represent the opinion of the 
court. 

iii. vi. . 

Lennox. My former speeches have but hit your thoughts, 
Whieh can interpret further: only, I say, 
Thino bave been strangely borne. The gracious Duncan 
,Vas pitied of Macbeth: lnarry, he was dead : 
And the right-valiant Banquo walk'd too late ; 
XVholn, you inay say, if't please you, Fleance kill'd, 
For Fleance fled: inen must hot xvalk too late. 
Who cannot waut the thought how lnonstrous 
It was for Malcolm and for Doualbain 
To kill their gracious father? dalnued faet! 
How it did grieve Macbeth! did he hot straight 
In pious rage the two delinquents tear, 
That were the slaves of drink and thralls of sleep ? 
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Was not that nobly done ? Ay, and wisely too; 
For 'twould bave anger'd any heart alive 
To hear the men deny't. So that, I say, 
He bas borne all things xvell: and I do think 
That had he Duncan's sons under his key-- 
As, an 't pIease heaven, he shall not--they should find 
What 'txvere to kill a father; so should Fleance. 
Under the bitter irony of this speech we can see clearly 
enough that 2Iacbeth bas been exposed by his serës of 
suspicious acts ; he bas 'done all things weIl;' and in 
particular by peculiar resemblances between this last incident 
of Banquo and Flcance and the previous incident of Duncan 
and his son. It appears then that Macbeth's last successful 
crime proves the means by which retribution overtakes ail his 
other crimes ; the latter hall of the play is needed to develop 
the steps of the retribution, but, in substance, 2Iacbeth's fall 
is latent in the final step of his fise. Thus the first half of 
the play, that which traces the fise of Iacbeth, is a complete 
Nemesis Action--a career of sins in which the last sin secures 
the punishment of ail. 
The saine reasoning applies to the latter half of the play : 
the fall of 2iacbeth hot only serres as the retribution for his 
fise, but further contains in itself a crime and its nemesis 
complete. What Banquo is to the first hall of the play 
Macduff is to the latter half; the two balance one another as, 
in the play of dt'us CoEsar, Cesar himself is balanced by 
Antony ; and Macduff cornes into prominence upon Banquo's 
death as Antony upon the rail of Coesar. Now lXIacduff, when 
he finally slays Macbeth, is avenging hot only Scotland, but 
also his own wrongs ; and the tyrant's crime against lXIacduff, 
with its retribution, just gives unity to the second half of the 
play, in the way in which the first half vas ruade complete by 
the association between Macbeth and Banquo, from their joint 
encounter with the Witches on to the murder of Banquo as 
a consequence of the Witches' prediction. Accordingly we 
find that no sooner bas Macbeth, by the appearance of the 
K 
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CHAr. ¥I. Ghost at the banquet, realised the turn of rate, than his first 
thoughts are of IXlacduff: 
iii. iv. i28. llIacbeth. How say'st thou, that lXlacduff denies his person 
At out great bidding ? 
.Lady 21. Did you send to him, sir? 
l][acbclh. I hear it by the way; but I will send. 
When the Apparitions bid hIacbeth 'beware lIacduff,' he 
answers, 
iv. i. 74- Thou hast harp'd my fear aright ! 
iv. i. from On the vanishing of the Apparition Scene, the first thing that 
39- happens is the arrival of news that Macduff has fled to 
Èngland, and is out of his enemy's power; then IXIacbeth's 
bloody thoughts devise a still more cruel purpose of vengeance 
tobe taken on the fugitive's family. 
Time, thou anticipatest my dread exploits: 
The flighty purpose never is o'ertook 
Unless the deed go with it .... 
The castle of lXlacduff I will starprise ; 
Seize tapon File; give to the edge o' the sword 
Ilis ,vile, his babes, and all unfortunate souls 
That trace him in his line. 
iv. il, iii. In succeeding scenes we bave this diabolical massacre carried 
out, and sec the effect which the news of it has in rousing 
v. vil 15. lXlacduff to his revenge ; until in the final scene of all he feels 
that if lXlacbeth is slain and by no stroke of his, his wife and 
children's ghosts will for ever haunt him. Thus lXlacdutïs 
function in the play is to be the agent hot only of the grand 
nemesis which constitutes the whole plot, but also of a 
nemesis upon a private wrong which occupies the latter half 
of the play. And, putting out results together, we find that 
a Nemesis Action is the description alike of the whole plot 
and of the fise and rail which are its two halves. 
The Oract- With Nemesis is associated in the play of 21lac3eth Destiny 
],hase af in two distinct phases. The first Of these is the O'acular. In 
Destho': ancient thought, as Destiny was the supreme governor of the 
its partial 
,'evdatin. universe, so oracles were the revelation of Destin.v; and thus 
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the term ' the Oracles of God' is appropriately applied to the Cnm. VI. 
Bible as the Christian revelation. With the advent of 
Christianity the oracles became dumb. But the triumph of 
Christianity was for centuries incomplete; heathen deities 
were not extirpated, but subordinated to the supernatural 
personages of the new religion ; and the old oracles declined A mi»or 
into oracular beings such as witches and wizards, anaf°rmoftheoracular 
oracular superstitions, such as magic mirrors, dreams, appa- in modern 
ritions--all means of dimly revealing hidden destiny. Shake- oracular 
bd»Es. 
speare is never x¥iser than the age he is pourtraying; and 
accordingly he has freely introduced witches and apparitions 
into the machinery of 2zcbeA, though in the principles that 
govern the action of this, as of ail his other plays, he is true 
to the modern notions of Providence and moral law. An Tlte Oracu- 
lar Action : 
oracle and its fulfilment make up a series of events eminently 1)estiny 
fitted to constitute a dramatic interest; and no form of workinK the ri'oto 
ancient Drama and Story is more common than this of mystery to 
' Oracular Action.' Its interest may be formulated as Destiny cleaess ; 
working from mystery to clearness. At the commencement 
of an oracular story the fated future is revealed indeed, but 
in a dress of mystery, as when the Athenians are bidden to 
defend themselves with only wooden walls ; but as the story 
of Themistocles develops itself, the drift of events is throwing 
more and more light on to the hidden meaning of the oracle, 
until by the naval victory over the Persians the oracle is at 
once clear and fulfilled. 
The Oracular Action is so important an element in plot, 
that it may be worth while to prolong the consideration of it 
by noting the three principal varieties into which it falls, ail 
of which are illustrated in the play of 2lIacbeth. In each case 
the interest consists in tracing the working of Destiny out of 
rnystery into clearness : the distinction between the varieties 
depends upon the agency by which Destiny works, and the (0 by the 
» . aEency of 
relation of this agency to the original oracle. In the nrst bli»dobedi- 
variety Destiny is fulfilled by the agency of blind obedience, ence; 
K2 
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The Spartans, unfortunate in their war with the blessenians, 
enquire of an oracle, and receive the strange response that 
they must apply for a general to the Athcnians, thcir heredi- 
tary encmies. But they resolve to obey the voice of Destiny, 
though to all appearance they obey ai their peril ; and the 
Athcnians mock them by selccting the most unfit subject 
they can find--a man whose bodily infirmitics had excluded 
him from the military exercises altogcther. ¥ct in the end 
the faith of thc Spartans is rcwardcd. If had been no lack 
of gencralship that had caused their former dcfeats, but dis- 
cord and Faction in thcir ranks ; now Tyrteus turncd out to 
be a lyric poct, whose songs roused the spirit of the Spartans 
and united thcm as one man, and xvhen united, their native 
military talent Icd them to victory. Thus in ifs fulfilmcnt the 
hidden mcaning of thc oracle brcaks out into clearness: 
and blind obcdience fo the oracle is the agency by which it 
bas becn fulfillcd. 
In thc second variety the oracle is fulfilled by the agency 
of indifferencc and frec will: if is neithcr obeyed ,or dis- 
obeyed, but ignorcd. One of the best illustrations is to be 
found in the plot of Sir Walter Scott's novcl, The .elrolhed. 
Its heroine, more rational than her age, resists the family 
tradition that would condemn her to sleep in the haunted 
chamber; overborne, hovever, by age and authority, she 
consents, and the lad), of the bloody finger appears to pro- 
nounce her doom : 
Widow'd wife, and wedded rnaid ; 
]3etrothed, ]etrayer, and ]3etrayed. 
This seems a mysterious destiny for a simple and virtuous 
girl. The faithful attendant Rose declares in a burst of devo- 
tion that betrayed ber mistress may be, but betrayer never ; the 
heroine herself braces ber will to dismiss the foreboding from 
ber tboughts, and resolves that she will hot be influenced by 
it on the one side or on the other. Yet it all cornes about. 
Gratitude compels her to give her hand to the elderly 
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Constable, who on the very day of betrothal is summoned 
away to the Çrusade, from xvhich, as it appears, he is never to 
return, leaving his spouse at once a widowed wife and a 
wedded mai& In the troubles of that long absence, by a 
perfectly natural series of events, gratitude again leads the 
heroine to adroit to her castle her real deliverer and loyer in 
ortier to save his life, and in protecting him amidst strange 
circumstances of suspicion to bid defiance to all comers. 
Finally the castle is besieged by the royal armies, and the 
heroine has to hear herself proclaimed a traitor by the herald 
of England ; from this perplexity a deliverance is round only 
when her best friend saves her by betraying the castle to the 
king. So every detail in the unnatural doom has been in the 
most natural manner fulfilled: and the woman by whose 
action it bas been fulfilled bas been all the while maintaining 
the freedom of her will and persistenfly ignoring the oracle. 
But the supreme interest of the Oracular Action is reached 
when the oracle is fulfilled by an agency that has ail the 
while set itself to oppose and frustrate it. A simple illustra- 
tion of this is seen in the Eastern potentate 'ho, in opposition 
to a prophecy that his son should be killed by a tion, forbad 
the son to hunt, but heaped upon him every other indulgence. 
In particular he built him a pleasure-house, hung :ith 
pictures of hunting and of wild beasts, on which all that art 
could do was lavished to compensate for the loss of the for- 
bidden sport. One day the son, chafing at his absence from 
the manly exercise in which his comrades were at that 
moment engaged, wandered through his pleasure-house, until, 
stopping at a magnificent picture of a lion at bay, he began 
to apostrophise it as the source of his disgrace, and waxing 
still more angry, drove his fist through the picture. A nail, 
hidden behind the canvas entered his hand; the wound 
festered, and he died. So the measures taken to frustrate the 
destiny proved the means of fulfilling it. But in this third 
variety of the Oracular Action the ctassical illustration is the 
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story of OEdipus : told fully, it presents three examples woven 
together. Laius of Thebes lealns from an oracle that the son 
about to be born to him is destined to be his murderer; 
accordingly he refuses to rear the child, and it is cast out to 
perish. A herdsman, Polybus, takes pity on the infant, 
carries it away to Corinth, and brings it up in secret. In due 
time this OEdipus becomes weary of the humble life of his 
supposed father; quitting Corinth, he seeks advice of the 
oracle as to his future career, and receives the startling 
response that he is destined to slay his own father. Resolved 
to frustrate so terrible a rate, he will hot return to Corinth, 
but, as it happens, lakes the road lo Thebes, where he falls in 
accidentally with Laius, and, in ignorance of his person, 
quarrels with him and slays him. Now if Laius had hot 
resisted the oracle by casting out the infant, it would bave 
grown up like other sons, and every probability would have 
been against his committing so terrible a crime as parricide. 
Again, if Polybus had hot by his removal to Corinth sought 
to keep the child in ignorance of his fate, he would have 
known the person of Laius and spared him. Once more, if 
OEdipus had hot, in opposition to the oracle, avoided his 
supposed home, Corinth, he vould never have gone to 
Thebes and fallen in with his real father. Three different 
persons acting separately seek to fi'ustrate a dedared destiny, 
and their action unites in fulfilling it. 
The plot of l[acbelh, both as a whole and in its separate 
parts, is constructed upon this form of the Oracular Action, 
in combination with the form of Nemesis. The play deals 
with the rise and fall of Macbeth: the rise, and the fall, and 
again the two taken together, present each of them an 
example of an Oracular Action. Firstly, the former half of 
the play, the fise of Macbeth, taken by itself, consists in an 
oracle and its fulfilment--the Witches' promise of the crmvn 
and the gradual steps by which the crown is attained. 
Amongst the three varieties of the Oracular Action we bave 
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just distinguished, the present example wavers between the CHAr. ri. 
first and the second. Afier his first excitement has passed vaying be- 
away, Macbeth resolves that he will bave nothing to do with twcez the 
secolM and 
the temptation that lurked in the Witches' words; in hisfirstO?e. 
disjointed meditation we hear him saying: 
If chance will have me king, why chance may crown me i. iii.  43- 
Without my stir; 
and again : 
Corne what corne may, i. iii. ,46. 
Time and the hour nns through the roughest day; 
in which last speech the very rhyming may, according to 
Shakespeare's subtle usage, be pointed to as marking a mind 
ruade up. So far then we appear to be following an Oracular 
Action of the second type, that of indifference and ignoring. 
But in the very next scene the proclamation of a Prince of 
Cumberland--that is, of an heir-apparent like our Prince of 
Wales--takes away Macbeth's ' chance" 
3racb. [Aside]. The prince of Cnmberland! that is a step i. iv. 4 8. 
On which I mnst fall down, or else o'efleap, 
For in my way it lies. 
He instantly commits himself to the evil suggestion, and thus 
changes the type of action to the first variety, that in which 
the oracle is fulfilled by the agency of obedience. 
Similarly Macbeth's fall, taken by itself, constimtes an Tt*efallan 
Oracular Action, consisting as it does of the ironical prolnises Oracular 
Actiot of 
given by the Apparitions wlfich the Witches raise for Macbeth tefist 
on his visit to them, and the course of events by which these 0e. 
promises are fulfilled. Its type is a highly interesting 
example of the first variety, that of blind obedience. The iv. i. 7I- 
responses of the Apparitions lay down impossible conditions, oo. 
and as long as these conditions are unfulfilled Macbeth is to 
be secure; he will fall only when one not born of woman 
shall be his adversary, only when Birnam Wood shall tome 
to Dunsinane. Macbeth trusts blindly to these promises ; 
further he obeys them, so far as a man tan be said to obey 
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an oracle which enjoins no command: he obeys in the sense 
of relying on them, and making that reliance his ground of 
action. But this reliance of Iacbeth on the ironical 
promises is an agency in fulfilling them in their real mean- 
ing. In his reckless confidence he strikes out right and left, 
and amongst others injures one to whom the description 
'not born of woman' applies. In his reliance on the 
Apparitions he proceeds, when threatened by the English, to 
shul h)nsc up in unsinane Caslle ; but for this fact the 
English army would hot have approached Dunsinane Castle 
by the route of Birnam Wood, and the incident of the boughs 
would never have taken place. Thus Macbeth's fate was 
ruade to depend upon impossibilities: by his action in 
reliance on these impossibilities he is all the while giving 
them occasion to become possible. In this way an ironical 
oracle cornes to be fulfilled by the agency of blind obe- 
dience. 
Thirdly, the rise and fall of Macbeth are so linked to- 
gether as to constitute the whole plot another example of the 
Oracular Action. The original oracle given by the Witches 
on the blasted heath was a double oracle : besides the promise 
of the thaneships and the crown there was another revelation 
of destiny, that Banquo was to be lesser than Macbeth and 
yet greater, that he was to get kings though to be none. In 
this latter half of the oracle is found the link which binds 
together the rise and fall of Iacbeth. When the first half 
of the Witches' promise bas been fulfilled in his elevation to 
the throne, Iacbeth sets himself to prevent the fulfilment of 
the second half by his attempt upon Banquo and Fleance. 
Now we bave already seen how this attempt has the effect of 
drawing attention, not only to itself, but also to Macbeth's 
other crimes, and proves indeed the foundation of his ruin. 
Had acbeth been content with the attainment of the crown, 
ail might yet have been well: the addition of just one more 
precaution renders ail the rest vain. It appears, then, that that 
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which binds together the rise and the fall, that which makes Cn,r. 
the fall the retribution upon the rise, is the expedition against 
the ]3anquo family; and the object of this crime is to 
frustrate the second part of the Witches' oracle. So the 
original oracle becomes the motive force to the whole play, 
setting in motion alike the rise and fall of the action. The 
figure of the whole plot we have taken as a regular arch ; its 
movement might be compared to that terrible incident of 
mining life known as' overwinding,' in which the steam engine 
pulls the heavy cage from the bottom to the top of the shaft, 
but, instead of stopping then, xvinds on till the cage is carried 
over the pulley and dashed down again to the bottom. So 
the force of the Witches' prediction is not exhausted when it 
has tempted Macbeth on to the throne, but carries him on to 
resist its further clauses, and in resisting to bring about the 
rail by which they are fulfilled. Not onl)z then are the rise 
and the fall of lXlacbeth taken separatel)z oracular, but the whole 
plot, compounded of the two taken together, constitutes 
another Oracular Action; and the last is of that type in which 
l)estiny is fulfilled by the agency of a will that has been 
opposing it. 
A second phase of Destin)' enters into the plot of21Iacbeth : Irony a 
. p/zase of 
this is Irony. Etymologically the word means no more tlaan maliffnant 
sayt'ng. Pressing the idea of saying as distinguished from #cstiny. 
meaning we get at the ordinary signification, ambiguous 
speech; from which the word widens in its usage to include 
double-dealing in general, such as the 'irony of Socrates,' 
his habit of assuming the part of a simple enquirer in order 
to entangle the pretentious sophists in their own wisdom. 
The particular extension of meaning with which xve are 
immediately concerned is that by xvhich irony cornes tobe 
applied to a double-dealing in ]ï)estiny itself; the link between 
this and the orinal sense being no doubt the ambiguous 
wording of oracular responses which has become proverbial. 
In ancient conception I)estiny wavered between justice and 



ÇHAP. VI. 

h-ony :.lus- 
lice iz a 
»zochhzg 
]l l( JlOllF. 

malignity; a leading phase of malignant destiny was this 
Irony or double-dealing; Irony was the laughter or mockery 
of Fate. It is illustrated in the angry measures of OEdipus for 
penetrating the mystery that surrounds the murder of Laius 
in order to punish the crime, impunity for which has 
brought the plague upon his city : when at last it is ruade 
clear that OEdipus himself has been unknowingly the culprit, 
there arises an irresistible sensation that Destiny has been all 
the while playing with the king, and using his zeal as a 
means for working lais destruction. In modern thought the 
supreme force of the universe cannot possibly be represented 
as malignant. /3ut mockery, though it may not be enthroned 
in opposition to justice, may yet, without violating modern 
ideas, be ruade to appear in the mode of operalion by which 
justice is brought about; here mockery is no longer malig- 
nant, but simply an index of overpowering force, just as we 
smile at the helpless stubbornness of a little child, whereas a 
man's opposition makes us angry. For such a reconciliation 
of mockery with righteousness we have authority in the 
imagery of Scripture. 
Why do the heathen rage ? 
And the people imagine a vain thing .9 
The kings of the earth set themselves 
And the rulers take counsel together 
Against the Lord 
And against His Anointed: 
Saying, Let us break their bonds, 
And cast away their eords from us. 
He that sitteth in the heavens shall laugh: 
The Lord shall bave them in derision. 
Then shall he speak unto them in his wrath; 
And vex thern in his sore displeasure. 
There could hot be a more perfect type of Irony, in that 
form of it which harmonises with justice, than this pic- 
ture in three touches, of the busy security of the wicked, 
of justice pausing to mock their idle efforts, and then with a 
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burst of wrath and displeasure annihilating their projects at 
a stroke. 
In modern thought, then, Irony is Justice in a mocking 
humour. The mockery that suddenly becomes apparent in 
the mysterious operations of Providence, and is a measure of 
their overpowering force, is clearly capable of giving a highly 
dramatic interest to a train of events, and sois fitted to bê a 
form of dramatic action. The operation of Destiny as 
exhibited in the plot of e]&zcbelh is throughout tinctured with thetl°t of 
[acbeth -." 
irony: the element of mockery appearing always in this, that obslacl«s 
converte«t 
apparent checks to Destiny turn out the very means Destiny into step- 
chooses by which to fulfil itself. Irony of this kind isphtg-stones. 
regularly attached to what I bave called the third variety of 
the Oracular Action, that in which the oracle is fulfilled by the 
agency of attempts to oppose it ; but in the play under 
consideration the destiny, whether manifesting itself in that 
type of the Oracular Action or hOt, is never dissociated from 
the attitude of mockery to resistance which converts 
obstacles into stepping-stones. It remains to show how 
the rise of ]Iacbeth, the fall of lIacbeth, and again the 
rise and the fall taken together, are all of them Irony 
Actions. 
The basis of lIacbeth's rise is the Witches' promise of the The ris« of 
Iacbeth an 
crown. Scarcely has it been given when an obstacle starts 
up to its fulfilment in the proclamation of lIalcolm as heir- Action. 
apparent. I bave already pointed out that it is this very 
proclamation which puts an end to lIacbeth's wavering, and 
leads him to undertake the treasonable enterprise which only 
in the previous scene he had resolved he would have nothing 
to do with. Later in the history a second obstacle appears: il. iii. 4i. 
the king is slain, but his two sons, this heir-apparent and 
his brother, escape from llacbeth's clutches and place two 
lives between hira and the fulfilment of his destiny. But, as 
events turn out, it is this very flight of the princes that, by 
diverting suspicion to them for a moment, causes lIacbeth to 
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ÇHAP. VI. be namcd as Duncan's succcssor. A conversation in lhc play 
itsclf is dcvotcd fo making this point clcar. 
il. iv. . %««. s't known who dd this more thnn bloody dccd ? 
a«du. OEhosc that Macbcth hath slain. 
Ross. Alas, the dayl 
What good could they pretend ? 
2l[acdttff. They were suborn'd: 
Maleolm and Donalbaiu, the king's two sons, 
Are storn away and fled; which puts upon them 
Suspicion of the deed. 
Ross. "Gainst nature still! 
Thriftless ambition, that will ravin up 
Thine own life's means! Then 'ris most like 
The sovereign, ty will fall upon Maebeth. 
AIacdu. He is already named, and gone to Scorie 
To be invested. 
Thefallan Twice, then, in the course of the rise Destiny allows 
Irony obstacles to appear only for the sake of using them as an 
Action. 
unexpected means of fulfilment. The saine mockery marks 
the fall of the action. The security against a fall promised 
by the Apparitions to lIacbeth had just one drawback-- 
iv. i. 7- 'beware lIacduff'; and we have already had occasion to 
notice Macbeth's attempt to secure himself against this 
iv. il, &e. drawback in the completest manner by extirpating the 
dangerous thane and his family to the last scion of his stock, 
and also how this cruel purpose succeeded against ail but 
]Iacduff himself, lXTow itis to be noted that this attempt 
against the fulfilment of the destined retribution proves the 
very source of the fulfilment, without which it would never 
have corne about. For atone point of the story Macduff, 
the only man who, according to the decrees of Fate, tan 
harm Macbeth, resolves to abandon his vengeance against 
him. In his over-cautious policy Macduff was unwilling to 
move without the concurrence of Malcolm the rightful heir. 
iv. iii. In one of the most singular scenes in all Shakespeare 
Macduff is represented as urging Malcolm to assert his 
rights, vhile lalcolm (in reality driven by the general partie 



to suspect even Macduff) discourages lais attempts, and CrAP. ¥I. 
affects to be a monster of iniquity, surpassing the tyrant of 
Scotland himself. At last he succeeds in convincing Macduff iv.iii, from 
of lais villainies, and in a burst of despair the fate-appointed oo. 
avenger renounces vengeance. 
.l'llacdltff. Fit to govern .9 
No, hot to live .... Fare thee welll 
These evils thou repeat'st upon thyself 
Havë banish'd me from Scotland. O my breast 
Thy hope ends here! 
Malcolm, it is true, then drops the pretence of villainy, but 
he does not succeed in reassuring lais companion. 
3[acdttff. Sueh weleome and unweleome things at once iv. iii.  
'Tis hard to reconeile. 
At this moment enters Ross vith the news of Macbeth's 
expedition against File, and tells how all Macduff's house- 
hold, 'wife, children, servants, ail,' have been cut off 'at 
one swoop': before the agony of a bereavement like this 
hesitation flies away for ever. 
Gentle heavens, iv. iii. 3I. 
Cut short all intermission; front to front 
13ring thou this fiend of Scotland and myself; 
Within my sword's length set him: if he 'scape, 
Heaven forgive him too! 
The action taken by l\Iacbeth with a view to prevent Mac- 
duff's being the instrurnent of retribution, is brought by a 
mocking Fate to impel Macduff to lais task at the precise 
moment he had resolved to abandon it. 
Finally, if the fise and the fall be contemplated together The plot 
as constituting one action, this also will be round animated a wholc an 
Irony 
by the saine spirit of irony. The original promise of the Action. 
Witches, as well as the later promise of the Apparition, had 
its drawback in the destiny that ]3anquo was to be fesser i. iii. 6z- 
than Macbeth and yet greater, to get kings though to be 66. 
none; and to secure against this drawback is Macbeth's 
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purpose in his plot against ]3anquo and Fleance, by which 
the rival family would be extirpated. The plot only bai_I" 
succeeds, and by its haV-success contributes to the exactness 
with which the destiny is fulfilled. Had Macbeth's attempt 
fully succeeded, Banquo would neither have got kings nor 
been one ; had no such attempt at all been ruade, then, for 
anything we see to the contrary in the play, ]3anquo would 
bave preceded his sons on the throne, and so again the 
oracle would not have been fulfilled which made ]3anquo 
lesser than Macbeth. But by the mixture of success and 
failure in Macbeth's plot Banquo is slain before he can attain 
the crown, and Fleance lives to give a royal bouse to Scot- 
land. Once more, then, mockery appears a characteristic of 
the Destiny that finds in hurnan resistance just the one 
peculiar device needed for effecting the peculiar distribution 
of fortune it has promised. 
Such is the subtlety with which Shakespeare has con- 
structed this plot of 17lacl«/h, and interwoven in it Nemesis 
and Destiny. To outward appearance it is connected with 
the fise and rail of a sinner : the analysis that searches for 
inner principles of construction traces through its incidents 
three forms of action working harmoniously together, by 
vhich the rise and fall of Macbeth are so linked as to exhibit 
at once a crime with its Nemesis, an Oracle with its fulfilment, 
and the Irony which works by the agency of that which 
resists it. Again the separate halves of the play, the rise and 
the fall of the hero, are found to present each the same triple 
pattern as the whole. Once more, with the career of 
Macbeth are associated the careers of ]3anquo and Macduff, 
and these also reflect the threefold spirit, lXIacbeth's rise 
involves ]3anquo's fall: this faL1 is the subject of oracular 
prediction, it is the starting-point of nemesis on Macbeth, 
and it bas an element of irony in the fact that ]3anquo all 
escaped. With Macbeth's fall is bound up MacdulTs rise: 
this also had been predicted in oracles, it is an agency 
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in the main nemesis, and lIacdulTs rate has the irony that CI-IA1 . VI. 
he all bul perished at the outset of his mission. Through all 
the separate interests of this elaborate plot, the three forms 
of action--Nemesis, the Oracular, Irony--are seen perfectly 
harmonised and perfectly complete. And over ail this is 
thrown the supernatural interest of the Vv'itches, who are 
agents of nemesis working by the means of ironical oracles. 
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MACBETH, LORD AND LADY. 
A S/udv in Characler-Contrasl. 

/'/te anti- 
ghesis of thc 
outgr and 

CONTRASTS of character form one of the simplest elements 
of dramatic interest. Such contrasts are often obvious ; at 
other rimes they take definitiveness only when looked at 
from a particular point of view. The contrast of character 
which it is the object of the present study to sketch rests 
upon a certain distinction which is one of the fundamental 
ideas in the analysis of human nature--the distinction 
between the outer life of action and the inner life of out 
own experience. The recognition of the two is as old as 
the 2ook of _Proverbs, which contrasts the man that ruleth 
his spirit with the man that taketh a city. The heathen 
oracle, again, opened out to an age which seemed to have 
exhausted knowledge a new world for investigation in the 
simple command, Know thyself. The Stoics, who so de- 
spised the busy vanity of state cares, yet delighted to call 
their ideal man a king; and their particular tenet is univer- 
salised by Milton when he says: 
Therein stands the office of a king, 
His honour, virtue, merit, and chief praise, 
That for the public ail this weight he bears: 
Yet he who reimas within himself, and rules 
Passions, desires, and fears, is more a king. 
And the modern humourist finds the idea indispensable for 
his pourtrayal of character and experience. ' Sir,' says one of 
Thackeray's personages, 'a distinct universe walks about 
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under your hat and under mine... You and I are but a pair CHAI%VIL 
Of infinite isolations with some fellow-islands more or less 
near to us.' And elsewhere the saine writer says that 'each 
creature born bas a little kingdom of thought of his own, 
which it is a sin in us to invade.' 
This antithesis of the practical and inner life is so ac- 
ceptcd a commonplace of the pulpit and of the essayist on 
morals and culture that it may seem tedious to expound it. 
But for the very reason that it belongs to all these spheres, 
and that these spheres overlap, the two sidcs of the anti- 
thesis are not kept clearly distinct, nor are the terres 
uniformly used in the same sense. For tlle present purpose 
the exact distinction is betveen the outer world, the world of 
practical action, the sphere of making and doing, in which 
we mingle with out fellow men, join in their enterprises, and 
influence them to our ideas, in which we investigate nature 
and society, or seek to build up a fabric of power : and, on 
the other hand, the inner intellectual life, in which our 
powers as by a mirror are turned inwards upon ourselves, 
finding a field for enterprise in self-discipline and the contest 
with inherited notions and passions, exploring the depths of 
our consciousness and our mysterious relations with the 
unseen, until the thinker becomes familiar with strange situa- 
tions of the nfind and at case in the presence of its problems. 
The antithesis is thus not at all the same as that between 
worldly and religious, for the inner life may be cultivated 
for evil : self-anatomy, as Shelley says, 
Shall teach the will 
Dangerous secrets: for it tempts our powers, 
Knowing what must be thought and may be donc, 
Into the depth of darkest prposes. 
Still less is it the antithesis between intellectual and common- 
place ; the highest intellectual powers find employment in 
practical lire. The various mental and moral qualities be- 
long to both spheres, but have a different meaning for each. 
L 



CHAP, VIL 

The auli- 
thesis au 
Characler- 
Itterp'ela- 
liou. 

 4 6 i]IA CBI TH. 
Practical experience is a totally different thing from what the 
religious thinker means by his expenence. The discipline 
given by the world often consists in the dulling of those 
powers which self-discipline seeks to develope. Knowledge 
of affairs, with its rapid and instinctive grasp, is often 
possessed in the highest degree by the man who is least of 
all men versed in the other knowledge, which could explain 
and analyse the processes by which it operated. And every 
observer is struck by the different forms which courage takes 
in the two spheres, courage in action, and courage where 
nothing can be done and men bave only to endure and wait. 
hlacaulay in a well-known passage contrasts the active and 
passive courage as one of the distinctions between the West 
and the :East. 
An European warrior, who rushes on a battery of cannon with a loud 
hurrah, will sometimes shriek under the surgeon's knife, and fall into 
an agony of despair at the sentence of death. But the Bengalee, who 
would see his country oven'un, his bouse laid in ashes, his children 
murdered or dishonoured, without having the spirit to strike one blow, 
bas yet been known to endure torture with the firmness of Mucius, and 
to mount the scaffold with the steady step and even puise of Algemon 
Sidney. 
The two lives are complete, each with its own field, its own 
qualities, culture, and fruit. 
It is obvious that relation to these two lives will have a 
very great effect in determining individual character. In the 
saine man the two sides of experience may be most un- 
equally developed ; an intellectual giant is often a child in 
the affairs of the world, and a moral hero may be found in 
the person of some bedridden cripple. On the other hand, 
to some the inner life is hardly known: familiar perhaps with 
every other branch of knowledge they go clown to their 
graves trangers to themselves. 
AI1 things without, which round about ve see, 
We seek to know and how therewith to do; 
But that whereby we reason, lire, and be 
Within ourselves, we strangers are thereto. 
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We seek to know the moving of each sphere, 
And the strange cause of the ebbs and flows of i'qile: 
But of that dock vithin out breasts ve bear, 
The subtle motions ve forget the while. 
We, Ihat acquaint ourselves with every zone, 
And pass both tropics, and behold each pole, 
When we corne home, are to ourselves unknown, 
And unacquainted still with our ona soul. 
The antithesis then between the outer and inner life will be 
among the ideas which lie at the foot of Character-Inter- 
pretation. 
\Vhen the idea is applied to an age like that of 3Iacbeth, the 
antithesis between the two lires almost coincides with the dis- 
tinction of the sexes : amid the simple conditions oflife belong- 
ing to such an age the natural tendency would be for genius 
in men to find scope in the outer and practical world, while 
genius in women would be restricted to the inner lire. And 
this is the idea I ara endeavouring to work out in the present 
study :--that the key to Shakespeare's portraiture oflHacbeth 
and Lady 1Hacbeth will be round in regarding the two as 
illustrations of the outer and inner lire. Both possess force 
in the highest degree, but the two have been moulded by 
the exercise of this force in different spheres ; their cha- 
racters are in the play brought into sharp contrast by their 
common enterprise, and the contrast of practic,'fl and in- 
tellectual mind is seen maintained through the successive 
stages of their descent to ruin. 
Thus lIacbeth is essentially the practical man, the man 
of action, of the highest experience, power, and energy in 
military and political command, accustomed to the closest con- 
nection between willing and doing. He is one who in another 
age would bave worked out the problem of free tmde, or 
unified Germany, or enneered the Suez Canal. On the 
other hand, he has concerned himself little with things tran- 
scendental; he is poorly disciplined in thought and good- 
ness ; prepared for any emergency in which there is anything 
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to be donc, yet a mental crisis or a moral problem afflicts 
him with the shock of an unfamiliar situation. This is by 
no means a generally accepted view: amongst a large 
number of readers the =traditional conception of iMacbeth 
lingers as a noble disposition dragged down by his con- 
nection with the coarser nature of his wife. According to 
the view here suggested the nobility of Macbeth is of the 
flimsiest and most tawdry kind. The lofty tone he is found 
at times asstming means no more than virtuous education 
and surroundings. When the purely practical nature is 
examined in reference to the qualities which belong to the 
intellectual lire, the result is hOt a blank but ordinariness: 
the practical nature will reflect current thought and goodness 
as they appear from the outside. So Macbeth's is the 
morality of inherited notions, retained just because he has 
no disposition to examine them; he has ail the practical 
man's distrust of wandering from the beaten track of opinion, 
which gives the worldng politician his prejudice against doc- 
trinaires, and has raised up stout defenders of the Church 
amongst men whose lires were little infiuenced byher teaching. 
And the traditionary morality is more than merely retained. 
When the seed fell into stony ground forthwith it sprang 
up &cause it had no deepness of earth : the very shallowness 
of a man's character may lend emphasis to his high pro- 
fessions, just as, on the other hand, earnestness in its first 
stage often takes the form of hesitation. So Macbeth's 
practical genius takes in strongly what it takes in at ail, and 
gives it out vigorously. 13ut that the nobility has gone beyond 
the stage of passive recognition, that it has become absorbed 
into his inner nature, there % hot a trace; on the contrary, 
it is impossible to follow [acbeth's history far without 
abundant evidence that real love of goodness for its own 
sake, founded on intelligent choice or deep affection, has 
failed to foot a single fibre in his nature. 
First, we have the opportunity of studying Macbeth's 
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eharaeter in the analysis given of it in the play itself by the CH.P. VII. 
one person xvho not only saw b[acbeth in his pubfic life, but Lady 211ac- 
knew also the side of him hidden from the world, belh's 
analysis of 
Lat «]Iacbelk. I fear thy nature ; hcr ]llts- 
It is too full o' the milk of human kindness band's cha- 
racler. 
To catch the nearest way. i.v. J6-31. 
I believe that this phrase, the 'milk of human kindness,' 
divorced from its context and become the most familiar of 
ail commonplaces, bas done more than anything else to- 
wards living a false twist to the general conception of 
Macbeth's character. The words k)td, kindness are amongst 
the lnost difficult words in Shakespeare. The wide original 
signification of the root, na/ural, nature, still retained in the 
noun kind, bas been lost in the adjective, which bas been 
narrowed by modern usage to one sort of naturalness, ten- 
der-heartedness; though in a derivative form the original 
sense is still familiar to modern ears in the expression 'the 
kindly fruits of the earth.' In Elizabethan English, however, 
the root signification still remained in ail usages of kind and 
its derivatives. In Schmidt's analysis of the adjective, two 
of its four significations agree xvith the modern use, the 
other two are ' keeping to nature, natural,' and ' not dege- 
nerate and corrupt, but such as a thing or person ought to 
be.' Shakespeare delights to play upon the two senses of 
this family of words: tears of joy are described as a 'kind M«d .4de, 
overflow of kindness '; the Fool says of Regan that she will i. i. 26. 
use Lear ' kindly,' i.e. according to ber nature ; ' the worm Lr. i. v. JS. 
will do his kind,' i.e. bite. How far the word can wander Mnt. aml 
Cleo2b. v. il. 
from its modern sense is seen in a phrase of the present z64. 
play, ' at your kind'st leisure,' where it is simply equivalent il. i. 4- 
to 'convenient.' Still more will the wider signification of 
the word obtain, when it is associated with the word human; 
'humankind' is still an expression for human nature, and 
the sense of the passage we are considering would be more 
obvious if the whole phrase were printed as one word, not 
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CHAP. VII. 'human kindness,' but ' humankind-ness':--that hrinking 
from what is hot natural, which is a marked feature of the 
practical nature. The other part of the clause, mtTk of 
humankind-ness, no doubt suggests absence of hardness: 
but it equally connotes natural, inherited, traditional feelings, 
imbibed at the mother's breast. The whole expression of 
Lady Macbeth, flen, I take to attribute fo ber husband an 
instinctive tendency to shrink from whatever is in any way 
unnatural. That this is the true sense further appears, hot 
only from the facts--for nothing in the play suggests that 
Macbeth, ' Bellona's bridegroom,' was distinguished by kind- 
ness in the modern sense--but from the context. The 
form of Lady lXlacbeth's speech makes the phrase under 
discussion a summing up of the test of her analysis, or 
rather a general text which she proceeds to expand into 
details. Not one of these details has any connection with 
tender-heartedness: on the other hand, if put together the 
details do anaount to the sense for which I ana contending, 
that lXlacbeth's character is a type of commonplace morality, 
the shallow unthinking and unfeeling man's lifelong hesita- 
tion between God and lXlammon. 
Thou would'st be great; 
Art not without ambition, but without 
The illness should attend it: what thou would'st highly 
Thnt would'st thou ho]ily; wou]d'st hot play false, 
And yet would'st wrongly win: thou'ldst have, great Glamis. 
That which cries ' Thus thou must do. if thou have it, 
And that whieh rat]ter thou dost fi, ar te de 
Than ¢vishest should be undone: 
If the delicate balancing of previous clauses had left any 
doubt as to the meaning, the last two lines remove it, and 
assert distinctly that Macbeth has no objection to the evil 
itself, but only a fear of evil measures which must be asso- 
ciated to a practical mind with failure and disgrace. It is 
striking that at the very moment Lady lXIacbeth is so medi- 
i. iv.48-3, tating, ber husband is giving a practical confirmation of her 
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description in its details as well as its general purport, t-le 
had resolved to take no steps himself towards the fulfihnent 
of the Witches' prophecy, but to leave all to chance ; then 
the proclamation of Malcolm, removing ail apparent chance 
of succession, led him to change his mind and entertain the 
scheme of treason and murder: the words with which he 
surrenders himself seem like an echo of his vife's analysis. 
Stars, bide your rires; 
Let hot light see my black and deep desires: 
The eye wink at the hand; yct let that be 
IPTtick the ey¢ fcars, *altot it ix donc, te sec. 
But we are hOt left to descriptions of Macbeth by others, zTIacbeth's 
soliloquy ." 
We have him self-displayed; and that in a situation so of an 
framed that if there were in him the faintest sympathy with i,«ntly 
 practical 
goodness it must here be brought into prominence, ac-ckaracter. 
beth has torn himself away from the banquet, and, his mind i. vii. -zS. 
full of the desperate danger of the treason he is meditating, 
he ponders over the various motives that forbid its execution. 
A strong nobility would even amid incentives lo crime feel 
the attraction of virtue and have to struggle against it; but 
surely the weakest nobility, when facing motives agat)ts! sin, 
would be roused to some degree of virtuous passion. Yet, 
if Macbeth's famous soliloquy be searched through and 
through, hOt a single thought will be found to suggest that 
he is regarding the deep considerations of sin and retri- 
bution in any other light than that of ilnmediate practical 
consequences. First, there is the thought of the sureness of 
retribution even in this wofld. It may be true that hope of 
heaven and fear of hell are hot the highest of moral incen- 
tives, but at least they are a degree higher than the thought 
of worldly prosperity and failure ; Macbeth however is willing 
to take his chance of the next world if only he tan be 
guaranteed against penalties in this life. 
If it were done when 'tis done, then 'twere well 
It were done quiekly: if the assassination 

CHAP. Vl I. 
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Could trammel up the consequence, and catch 
 With his surcease success; that but this blow 
Might be the be-all and the end-all here,' 
]ut here, upon this bank and shoal of rime, 
We'ld jump the lire to corne. But in these cases 
We still have judgement here; that we but teach 
Bloody instructions, which, being taught, return 
To plague the iventor: this even-handed justice 
Commends the ingredients of out poisoned chalice 
To our own lips. 
So far he bas reached no higher consideration, in reference 
to treason and murdcr, than the fear that he may be sug- 
gesting to others to use against himself thc weapon he is 
intending for I)uncan. Thon his thoughts turn to the 
motives against crine which belong to the softer side of out 
nature. 
He's here in double trust, 
lirst, as I ara his kinsman and his subject, 
Strong both against the deed; then, as his host, 
VTho should against his murderer shut the door, 
Not bear the knife myself. Besides, this Duncan, 
Hath borne his faculties so meek, hath been 
So clear in his great office, that his virtues 
Will plead like angels, trumpet-tongued, against 
The deep damnation of his taking-off ; 
And pity-- 
At all events it is clcar this is no case of a man blinded for 
the moment to the emotions which resist crime; and as we 
hear hin passing in revicw kinship, loyalty, hospitality, pity, 
we listcn for the burst of remorse with which he will hurl 
from him the treachery ho had been fostering, tut, on the 
contrary, his thoughts are still practical, and the climax to 
which this survcy of motives is to lead up is no more than 
the effcct thcy will bave on others: pity 
Shall blow the horrid deed in every eye, 
That tears shall drown the wind. 
And thon he sccms to regret that he cannot find more incen- 
rives to his villainy. 
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I have no spur CHAP.VII. 
To pdck the sides of my intent, but only 
Vaulting ambition, which o'erleaps itself 
And falls on the othêr. 
So Macbeth's searching self-examination on topics of sin and 
retribution, anfid circumstances specially calculated to rouse 
compunction, results in thoughts hOt more noble than these-- 
that murder is a gaine which two parties can play at, that 
heartlessness has the effect of drawing general attention, that 
ambition is apt to defeat its own object. 
Again: that hIacbeth's union of superficial nobility with «lIacbeN« 
4ses witk 
real moral worthlessness is connected with the purely prac- external 
tical bent of his mind will be the more evident the wider deedsand 
sinks with 
the survey which is taken of his character and actions. It internal 
may be observed that Macbeth's spirits always fise with evil cooEicts. 
deeds: however he may have wavered in the contemplation 
of crime, its execution strings him up to the loftiest tone. 
This is especially clear in the Dagger Scene, and in the il. i, from 
--c .I ; and 
scene in which he darkly hints to his wife the murder u iii. iL from 
]3anquo, which is in a brief space to be in actual perpetra- 39- 
tion. As he feels the moment of crime draw near, his whole 
figure seems to dilate, the language rises, and the imagery 
begins to flow. Like a poet invoking his muse, Macbeth 
calls on seeling night to scarf up the tender eye of pitiful day. 
He has an eye to dramatic surroundings for his dark deeds. 
Now, o'er the one half-world 
Nature seems dead, and wicked dreams abuse 
The curtain'd sleep; witchcraft celebrates 
Pale Hecate's offerings, and wither'd murder, 
Alarum'd by his sentinel, the wolf, 
Whose howl's his watch, thus with his stealthy pace. 
With Tarquin's ravishing strides, towards his design 
Moves like a ghost. Thou sure and firra-set earth, 
Hear not my steps, which way they walk, for fear 
The very stones prate of my whereabout, 
And take the resent horror from the llme, 
IVhiclz now suits with it. 
The man who had an hour or two before been driven from 
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CHAv.VII. the table of his guests by the mere thought of a crime moves 
to the deed itself with the exalted language of a Hebrew pro- 
phet. On the other hand, in his spiritual struggles there is 
a simpleness that sometimes suggests childishness. His 
ii. il. 3- trouble is that he could not say 'Amen' when the sleepers 
cried ' God bless us' ; his conscience seems a voice outside 
ii. ii. 35- him; finally, the hardened warrior dare hot return to the 
46. darkness and face the vicfim he had so exultingly done to 
death. 
Macbeth, then, is the embodiment of one side of the anti- 
thesis with which we started; his is pre-eminently the prac- 
tical nature, mouldcd in a world of action, but uninfluenced 
by the cultivation of the inner lire. Yet he is not perfect 
as a man of action : for the practical cannot reach its per- 
l'woflaws fection without the assistance of the inner lire. There are 
lu llacbettz 
as an cm- twO flaws in Macbeth's completeness. For one, his lack of 
bodime*toftraining in thought bas left him without protection against 
tlepracti- the superstition of lais age. He is a passive prey to super- 
«'al: his su- 
erstition ; natural imaginings. He himself tells us he is a man whose 
v. v. o. senses would cool to hear a night-shriek, and his fell of hair 
rouse at a dismal treatise. And we see throughout the play 
how he never for an instant doubts the reality of the super- 
natural appearances: a feature the more striking from its 
e.g. iii. iv. contrast with the scepticism of Lady Maebeth, and the 
60; i. iii. hesitating doubt of Banquo. Again : no active eareer can 
I0, 122. 
iii. i. 6. be xvithout its periods when action is impossible, and it is in 
andltis such periods that the training given by the intellectual life 
helplessnessuuder sus- makes itself felt, with its self-control and passive courage. 
pense. Ail this Macbeth lacks: in suspense he has no power of 
.eo.n.a.pare self-restraint. When we corne to trace him through the 
1. 111. 137 , 
and iii. ii. stages of the action we shall find that one of these two flaws 
6. sprin#ng out of Macbeth's lack of the inner life, his super- 
stition and his helplessness in suspense, is at every turn the 
source of his betrayal. 
In the case of Lady Macbeth, the old-fashioned view of 
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her as a second Clytoenmestra has long been steadily giving CHAP. VIL 
way before a conception higher at least on the intellectual Zady[ac- 
side. The exact key to her character is given by regarding »-.i,.;b«t]« as. an 
her 
as the antithesis of her husband, and an embodiment of 
the inner lire and its intellectual culture so markedly wanting 
in him. She has had the feminine lot of being shut out 
from active life, and her genius and energy have been turned 
inwards ; her soul--like her ' little hand '--is hot hardened v. i. 58. 
for the working-day vorld, but is quick, delicate, sensitive. 
She has the keenest insight into the characters of those 
around her. She is accustomed to moral loneliness and 
at home in mental struggles. She has even solved for 
herself some of their problems In the very crisis of Dun- 
can's murder she gives utterance to the sentiment : 
the sleeping and the dead ii. ii. 53- 
Are but as pictures. 
When we remember that she must have started with the 
superstitions of her age such an expression, simple enough 
in modern lips, opens up to us a whole drama of personal 
history: we can picture the trembling curiosity, the struggle 
between will and quivering nerves, the triumph chequered 
with awe, the resurrection of doubts, the swayings between 
natural repulsion and intellectual thirst, the growing courage 
and the reiterated victories settling down into calm prin- 
ciple. Accordingly, Lady Macbeth has won the grand 
prize of the inner lire: in the kingdom of her personal 
experience her WILL iS unquestioned king. It may seem 
strange to some readers that Lady Macbeth should be held 
up as the type of the inner lire, so associated is that phrase 
to modern ears with the lire fostered by religion. But the 
two things nmst hot be confused--religion and the sphere in 
which religion is exercised. ' The kingdom of God is within 
you,' was the proclamation of Christ, but the world within 
ma.), be subjugated to other kings than God. Mental dis- 
cipline and perfect self-control, like that of Lady Macbeth, 
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would hold their sway over evil passions, but they would 
also be truc to her when she chose to contend against 
goodness, and even against the deepest instincts of her 
ferninine nature. This was ignored in the old conception of 
the character, and a struggle againsl the softer side of her 
nature was mistaken for its total absence. ]Sut her in- 
tellectual culture rnust have quickened her finer sensibilities 
at the sarne tirne that it built up a will strong enough to 
hold them down; nor is the subjugation so perfect but 
that a syrnpathetic insight tan throughout trace a keen 
delicacy of nature striving to assert itself. In particular, 
when she calls upon the spirits that tend on rnortal thoughts 
to unsex and fill her from crown to toc with direst cruelty, 
she is thrilling all over with ferninine repugnance to the 
bloody enterprise, which nevertheless her royal will insists 
upon her undertaking. Lady Macbeth's career in the play 
is one long mental civil war: and the strain ends, as such a 
strain could only end, in madness. 
The Cha- Such is the general conception of Lord and Lady lXIac- 
racler-Con- 
trast t,'accd beth from the point of view of the antithesis between the 
through tac outer and inner lire. We have noxv to turn from character 
action. 
to action, and trace the contrasted pair through the stages of 
their cornmon career. 
The two opposing natures have been united in a happy 
rnarriage, the happier because a link between characters so 
forceful and so antithetic, if it held at ail, must be a source of 
interest : the dark tragedy of this unhappy pair is softened by 
compare 
i.v. 55-6o; the tenderness of demeanour which appears on both sides. 
i....vi!: 3s; Another source of marriage happiness is added: there is hot 
tll. n. 2 7, 
'9, 36,45; a trace of self-seeking in Lady ]lacbeth. Throughout the 
iii. iv. 14,. play she is never found rneditating upon what she is to gain 
by the crown ; wife-like, she bas no sphere but the career of 
Theorigin-ber husband. In a picture of hurnan characters, great in 
al imibulse 
toevilcametheir scale, overwhelrned in moral ruin, the question of 
fro,n 3Iac- absorbing interest is the commencernent of the descent, and 
beth. 

Situation 
at the open- 
ing of the 
ply. 
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the source from whieh the impulse to evil has corne. This, CHAr.VIl. 
in the present case, Shakespeare has carefully hidden from 
us: before the play opens the essential surrender of spirit 
has taken place, and all that we are allowed to sec is its 
realisation in life and faet. If, however, we use the slight 
material afforded us for speculation on this point, it would 
appear that the original choice for evil has for both been 
ruade by l[acbeth. In the partnership of man and wife it is 
generaIly safe to assume that the initiative of action bas 
corne from the husband, if nothing appears to the contrary. 
In the prescrit case we are hot left to assumptions, Lady 
llacbeth distinctly speaks of ber husband as first breaking i. vii. 48. 
to ber the enterprise of treacherous ambition. 
What beast was't, then, 
Which ruade you break this enterprise to me ? 
........ Nor lime nor place 
Did then adhere, and yet yota vould make both. 
The reference can only be to a period before the commence- 
ment of the play; and the general drift of the passage sug- 
gests that il was no mere choice, ruade by lIacbeth with 
deliberation during which he would be open to conviction, 
but an impulse of uneontroIlable passion that it would have 
been vain for his wife to resist, supposing that she had had 
the desire to resist il--so uncontrollable, indeed, that il 
appears to Lady lIacbeth stronger than the strongest of l. vii. 5,v 
feminine passions, a mother's love. 
I bave given suek, and know 
IIow tender 'tis to love the babe that milks me: 
I would, while it was smiling in my face, 
Have pluck'd my nipple from his boneless gums, 
And dash'd the brains out, had I so sworn as you 
IInve donc to this. 
The only sense in which Lady llacbeth ean be pronouneed 
the ruin of her husband is that her firm nature holds him in 
the path to which he has committed them both, and will hot 
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allow his fatal faltering to lose both the virtue he has re- 
nounced and the price for which he has bartered it. Denied 
by her feminine position, the possibility--even if she had 
had the desire--of directing the common lot for good, she 
has recognised before we make her acquaintance that this 
lot has been cast for evil, and she is too well-trained in self- 
knowledge to attempt the self-deception her husband tries to 
keep up. And to this evil lot she applies her full force. Her 
children have died, and this natural outlet for passion is 
wanting ; the whole of her energy is brought to bear upon 
her husband's ambition, and she is waiting only an oc- 
casion for concentrating her powers upon some definite 
project. 
With such rnutual relations between the hero and the 
heroine the play opens: we are to watch the contrasted 
characters through the successive stages of the Temptation, 
the Deed, the Concealment, the Nemesis. 
The Ternptation accosts the two personages when se- 
parated from one auother, and we thus have the better 
opportunity of watching the different forms it assumes in 
adapting itself to the different characters. The expedition, 
which has separated liacbeth from his wife, is one which 
must have led him to brood over his schemes of ambition. 
Certainly it exhibits to him an example of treason and shows 
him the weakness of his sovereign. Probably he secs events 
shaping in a direction that suggests opportunity ; he rnay 
have known that the king must pass in the direction of his 
castle, or in some other xvay may have anticipated a royal 
visit; at ail events the king's intimation of this visit in the 
play itself--- 
From henee to Invemess, 
And bind us further to you,-- 
does hOt look like a first mention of it. To a mind so pre- 
pared the supernatural solicitation brings a shock of tempta- 
tion ; and as the Witches in their greeting reach the promise, 
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' Thou shalt be KIIG hereafter,' BIacbeth gives a start that CHAP. VII. 
astonishes ]3anquo : 
Good sir, why do you start ; and seem to fear 
Things that do sound so fait? 
To Banquo this prediction of the XVitches seems no more 
than curious; for it must be remembered that BIacbeth's 
position in the kingdom was hOt such as to exclude hope of 
succession to the crown, though the hope was a remote one. 
But BIacbeth's start relis a tale of his limer thoughts at the 
time. This alone should be sufïicient to vindicate Shake- 
speare from the charge sometimes brought against him of 
turning a great character from virtue to vice by demoniac 
agency; his is the higher conception that a soul which has 
commenced the surrender to evil will find in the povers of 
darkness agencies ready to expedite its descent, it matters 
hot what form these agencies assume. BIacbeth bas been 
for years playing vith the idea of treason, while never 
bracing himself up to the point of acting it: suddenly the 
thought he fancied so sale within his bosom appears outside 
him in tangible form, gleaming at him in the malignant 
glances of recognition the Witches are casting at him. To a 
mind utterly undefended by culture against superstitious 
terror this objective presentation of his own thought proves 
a Rubicon of temptation which he never attempts to recross. 
On Lady Blacbeth the supernatural incident makes hot the i. v. ,-.. 
slightest impression of any kind ; we see her reading her 
husband's excited account of the interview with the most 
deliberate calmness, weighing its suggestions only with re- 
ference to the question hov it can be used upon ber husband. 
To her temptation cornes with the suggestion of oj*iborlunil_y. 
The messenger enters during her quiet meditation; 
[ess. The king cornes hem to-night. 
Laay [. Thou 'rt mad to say it! 
The shock that passes over ber is like the shock of chemical 
change. In an instant her whole nature is strung up to 
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a single end; the long-expected occasion for the concen- 
tration of a whole life's energy upon a decisive stroke is 
corne. So rapidly does her imagination more that she secs 
the deed before her as already done, and, as she casts her 
eyes upwards, the very ravens over her head seem to be 
croaking the fatal entrance of Duncan under her battle- 
illents. 
The stage of Temptation cannot be considered complete 
without taking in that important section of the play which 
intervenes between the meeting of the two personages after 
their separate'temptations and the accomplishment of the 
treason. This is essentially a period of suspense, and ac- 
cordingly exhibits Macbeth at his weakest. As he enters 
his castle his tell-tale face is as a book where men may 
read strange matters; and his utter powerlessness of self- 
control throws upon his wife's firm will the strongest of all 
strains, that of infusing ber own tenacity into a vacillating 
ally. I bave already dealt with the point at which Iacbeth's 
suspense becomes intolerable, and he leaves the supper-table ; 
and I bave drawn attention to the eminently practical nature 
of his thoughts even at this crisis. The scene which follows» 
when his wife labours to hold him to the enterprise he has 
undertaken, illustrates perhaps better than any other incident 
in the play how truly this practical bent is the key to Mac- 
beth's whole character. At first he takes high ground, and 
rests his hesitation on considerations of gratitude. Lady 
Macbeth appeals to consistency, to their mutual love, and, 
ber anger beginning to fise at this wavering of will in a 
critical moment, she taunts her husband with cowardice. 
Then it is that Macbeth, irritated in his turn, speaks the 
noble words that bave done so much to gain him a place in 
the mTny of martyrs to wifely temptations. 
Prithee, peace : 
I tiare do ali that may become a man: 
Who dares do more is none. 
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But it is difficult to share ]VIacbeth's self-deception long. At 
his wife's rerninder how he had been the one to first rnoot the 
undertaking, and swear to it in spite of overwhelrning ob- 
stacles, already the noble attitude looks more like the sour 
grapes rnorality of the man who begins to feel indignation 
against sin at the precise moment when the sin becornes 
dangerous. And the whole truth cornes sneaking out at 
Macbeth's next rejoinder: ' If we should rail?' Here is 
the critical point of the scene. At its beginning Macbeth 
is for abandoning the treason, at its end he prepares for 6. 
his task of rnurder with animation: where does the change 
corne ? The ] raclical man is nerved b A, having lhe 2braclical 
d«lails sujph'ed fo him. Lady Macbeth sketches a feasible 
scherne : hov that the King will be wearied, his charnberlains 
tan by rneans of the banquet be easily drugged, their con- 
fusion on waking tan be interpreted as guilt--before she has 
hall done her husband interrupts her with a burst of en- 
thusiasrn, and cornpletes her scheme for her. The man who 
had thought it was rnanliness that rnade hirn shrink from 
rnurder henceforward never hesitates till he has plunged his 
dagger in his sovereign's bosom. 
In the perpetration of the Deed itself ve have the voman 
passing frorn weakness fo strength, the man from strength to 
weakness. To Lady blacbeth this actual contact with a deed 
of blood is the severest point of the strain, the part rnost 
abhorrent to her more delicate nature. For a single moment 
she feels herself on the verge of the madness which eventually 
cornes upon her: 
These deeds must hot be thought 
Afler these ways; so, it will make us mad! 
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And at the beginning of the scene she has been obliged to 
have recourse to stimulants in order to brace her failing 
narres : 
That which hath ruade them drunk hath ruade me bold. 

ii. ii. x. 



çHAP.VII. And in part thc attcmpt fo bring hcr dlicate nature fo the 
repugnant dccd docs fail. If is clcar that, knowing how 
little hcr husband could bc dcpcndcd upon, shc had ntcndcd 
to havc a hand in thc murdcr itsclf: 
i. vil 69 ; What cannot you and 2r perform upon 
compare The unguarded Duncan ? 
i.v. 68. 
But the will which was strong enough to hold down con- 
science gave way for a moment before an instinct offeminine 
tenderness : 
ii. il. 13. tIad he hot resembled 
My father as he slept, I had done 't. 
The superiority, however, of the intellectuaI mind is seen in 
this, that it can nerve itself from its own agitation, it can 
draw strength out of the weakness surrounding it, or out of 
the necessities of the situation : musl is the most powerful of 
spelIs to a trained will. And soit is that Lady Macbeth rises 
to the occasion when her husband faiIs. At first Macbeth in 
the perpetration of the murder appears in his proper sphere 
of action, and we have already noticed how the Dagger 
Soliloquy shows no shrinking, but rather excitement on the 
side of exultation. The change in him cornes with a moment 
of suspense, caused by the mornentary waking of the grooms : 
il. il. -'4- ' I stood and heard them.' With this, no longer sustained 
by action, he utterly breaks down under the unfamiliar terrors 
of a fight with his conscience. His prayer sticks in his throat ; 
his thoughts seem so vivid that his wife can hardly telI whether 
he did not take them for a real voice outside him. 
Who was it that thus cried ? Why, worthy thane, 
¥ou do unbend your noble strength» to think 
So brainsickly of things. 
In his agitation he forgets the plan of action, brings away 
the daggers instead of leaving them with the grooms, and 
finally dares not return to finish what he bas left uncompleted. 
And accordingly his vife bas to make another demand upon 
her overwrought nature : with one hysterical jest, 
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If he do bleed, 
l'Il gild the faces of the grooms withal, 
For it must seem their guill, 
ber nature rallies, and the strength derived from the inner 
lire fills up a gap in action where the mere strength of action 
had failed. 
The Concealment of the murder forms a stage of the 
action which falls into two different parts: the single effort 
which faces the first shock of discovery, and the very different 
strain required to meet the slowly gathering evidence of guilt. 
In the Scene of the Discovery bIacbeth is perfectiy at home : 
energetic action is needed, and he is dealing with men. His 
acted innocence appears to me better than his wife's ; Lady 
blacbeth goes near to suggesting a personal interest in the 
crime by her over-anxiety fo disclaim it. 
]llacduff. O Banquo, Banquo, 
Out royal master's murder'dl 
Lady JI. Woe, alas ! 
What, in our house ? 
Banquo. Too cruel anywhere. 
Yet in this scene, as everywhere else, the weak points in 
,Iacbeth's character betray him: for one moment he is left 
to himself, and that moment's suspense ruins the whole 
episode. In the most natural manner in the world Macbeth 
had, on hearing the announcement, rushed xvith Lennox to the 
scene of the murder. Lennox quitted the chamber of blood 
first, and for an instant Macbeth was alone, facing the grooms 
still heavy with their drugged sleep, and knowing that in 
another moment they would be aroused and telling their 
taie : the sense of crisis proves too much for him, and under 
an ungovernable impulse he stabs them. He thus wrecks 
the xvhole scheme. Hoxv perfectly Lady ]Iacbeth's plan 
would have served if it had been left to itself is seen by 
Lennox's account of what he had seen, and how the grooms 
stared, and were distracted ; no man's life 
"¥as to be trusted with them. 
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Cntv.VII. Nothing, it is true, can be finer than the way in which lIac- 
beth seeks to cover his mistake and announces what he has 
done. But in spite of his brilliant outburst, 
YTho can be wise, amazed, temperate and furious, 
Loyal and neutral, in a moment? 
and his vivid word-picture of his supposed sensations, his 
efforts are in vain, and at the end of his speech we feel that 
there bas arisen in the company of nobles the indescribable 
effect known as 'a sensation,' and we listen for some one to 
speak some word that shall be irrevocable. The crisis is 
acute, but Lady liacbeth cornes to the rescue andfaints ! 
It matters little whether we suppose the fainting assumed, 
or that she yields to the agitation she bas been fighting 
against so long. The important point is that she chooses 
this exact moment for giving way: she holds out to the end 
of her husband's speech, then falls with a cry for help; there 
is at once a diversion, and she is carried out. ]3ut the crisis 
bas passed, and a moment's consideration bas suggested to 
the nobles the wisdom of adjourning for a fitter occasion the 
enquiry into the murder they ail suspect : before that occasion 
arrives the flight ofthe king's sons bas diverted suspicion into 
an entirely new channel. Lady bIacbeth's fainting saved her 
husband. 
To convey dramatically the continuous strain of keeping 
up appearances in face of steadily accumulating suspicion is 
more difficult than to depict a single crisis. Shakespeare 
manages it in the present case chiefly by presenting iIacbeth 
to us on the eve of an important council, at which the whole 
truth is likely to corne out. 
We hear, our bloçdy cçusins are bestowed 
In England and in Ireland, hot confessing 
Their cruel parricide, filling their hearers 
qth strange invention : but of that tç-morrow. 
It is enough to note here that Iacbeth takes the step--the 
fatal step, as was tointed out in the last study--of çontriving 
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Banquo's murder sirnply because he cannot face the suspense 
of waiting for the rnorrow, and hearing the defence of the 
innocent princes rnade in presence of Banquo, who knows 
the inducement he had to such a deed. That he feels the 
danger of the crime, which nevertheless he cannot hold hirn- 
self back frorn committing, is clear frorn the fact that he will 
hOt submit it to the cahner judglnent of his wife. The con- 
trast of the two characters appears here as everywhere. Lady 
Macbeth tan zoa' for an opportunity of freeing thernselves 
frorn Banquo : 
lllacb. Thou know'st that Banquo, and his Fleance, lives. 
Lady ]1. But in them nature's copy's hOt eterne. 
To Macbeth the one thing impossible is to wait; and once 
more his powerlessness to control suspense is his ruin. 
We have reviewed the contrasted characters under Ternpta- 
tion, in the Deed of sin itself, and in the struggle for Conceal- 
ment: it rernains to watch them face to face with their 
Nernesis. In the prescrit play Shakespeare has cornbined thc 
nernesis which takes the form of a sudden shock with the yet 
severer nernesis of a hopeless resistance through the stages of 
a protracted fall. The first Shock of Nernesis cornes in the 
Banquet Scene. Macbeth has surrendered himself to the 
supernatural, and frorn the supernatural his retribution cornes. 
This is not the place to draw out the terrible force of this 
famous scene; for its bearing on the contrast of character 
under delineation it is to be rernarked that Macbeth faces lais 
ghostly visitation with unflinching courage, yet without a 
shadow of doubt as to the reality of what nevertheless no one 
sees but himself. Lady Macbeth is equally true to her 
character, and fights on to the last in the now hopeless 
contest--her double task of keeping up appearances for her- 
self and for her husband. Her keen tact in dealing with 
Macbeth is to be noted. At first she rallies hirn angrily, and 
seeks to shame hirn into self-cornmand ; a moment shows 
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that he is too far gone to be reached by such motives. In- 
stantly she changes ber tactics, and, employing a device so 
often effective with patients of disordered brain, she en- 
deavours to recall him to his senses by assuming an ordinary 
tone of voice ; hitherto she has whispered, now, in the hear- 
ing of ail, she makes the practical remark : 
My worthy lord, 
Your noble friends do lack you. 
The device proves successful, his nerves respond to the tone 
of everyday lire, and recovcring himself he uses ail his skill 
of dcportment to efface the strangeness of the episode, until 
the reappearance of his victim plunges the scene in confusion 
past recovery. In thc moment ofcrisis Lady Macbeth had 
used roughness to rouse her husband ; when the courtiers 
are gone she is ail tenderness. She utters hot a word of re- 
proach : perhaps she is herselfexhausted by the strain she has 
gone through ; more probably the womanly solicitude for the 
physical suffercr thinks only how to procure for her husband 
 the season of ail natures, sleep.' 
At last the end cornes. The final stage, like the first, is 
brought to the two personages separately. Lady Blacbeth 
bas faced every crisis by sheer force of nerve ; the nemesis 
cornes upon her fitly in madness, the brain giving way under 
the strain of contest which her will has forced upon it. In 
the delirium of her last appearance before us we can trace 
three distinct tones of thought working into one another as if 
in some weird harmony. There is first the mere reproduction 
of the horrible scenes she has passed through. 
One: two: why then 'tis time to do't .... Yet who would have 
thought the old man to have had so much blood in him .... The thane 
of File had a wife : where is she now ? 
Again there is an inner thought contending with the first, the 
struggle to keep her husband from betraying himsclf by lais 
irresolution. 
Io more o" that. my lord, no more o' that : you mar all with this 
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starting... Wash your hands, put on your night-gown ; look not so CAP.ç II. 
pale . .. Fie ! a soldier and afear'd ? 
And there is an inmost thought of all: the uprising of ber 
feminine nature against the foulness of the violent deed. 
Out, damned spot ! . . . Here's the smell of blood still : all the per- 
fumes ofArabia will hOt sweeten this little hand-- 
and the 'sorely charged heart' vents itself in a sigh which 
the attendants shudder fo hear. On Macbeth Nemesis heaps 
itself in double form. The purely practical man, without 
resources in himself, finds nemesis in an old age that receives 
no honour ri'oto others. 
My way of lire v. iii. 
Is fall'n into the sear, the yellow leaf; 
And that which should accompany old age, 
As honour, love, obedience, troops of friends, 
I must hot look to have, but, in their stead, 
Curses, hot loud, but deep. 
Again, as the chankard finds his refuge in drink, so the 
victim of superstition longs for deeper draughts of the super- 
natural. ]lacbeth seeks the Witches, forces himself to hear iv. i. 
the worst, and suffers nemesis in anticipation in viewing 
future generations which are to see his foes on his throne. 
Finally fi'om the supernatural cornes the climax of retribution 
when Macbeth is seen resting in unquestioning reliance on an 
ironical oracle : till the shock of revelation cornes, the pledge 
of his safety is converted into the sign of his doom, and the 
brave hIacbeth, hero of a hundred battles, throws down his 
sword and refuses to fight. 

iv.i. ilO- 
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JuLlus C./ESAR BESIDE HIS [URDERERS 
AND H[S AVENGER. 
.4 Sludy in Characler-Grouibing. 
EvERv loyer of art feels that the different fine arts form hOt 
a crowd but a family ; the more familiar the mind becomes 
with them the more it delights to trace in theln the applica- 
tion of common ideas to different media of expression. We 
are reminded of this essential unity by the way in which the 
arts borrow their terres from one another. ' Colour' is applied 
to music, ' tone' to painting ; we speak of costume as ' loud,' 
of melody as 'bright,' of orchestration as 'massive.' Two 
classes of oratorical style have been distinguished as 
' statuesque' and 'picturesque'; while the application of a 
musical terre, ' harmony,' and a terre of sculpture, ' relief,' to 
ail the arts alike is so common that the transference is 
scarcely felt. Such usages are hot the devices of a straitened 
vocabulary, but are significant of a single A rl which is felt 
to underlie the special arls. So the more Dramais brought 
by criticism into the family of the fine arts the more it will be 
seen to present the common features. We have already had 
to notice repeatedly how the idea of pattern or design is the 
key to dramatic plot. We are in the present study to sec how 
contrast of character, such as was traced in the last study 
between Lord and Lady 5Iacbeth, when applied to a larger 
number of personages, produces an effect on the mind 
analogous to that of grouffng in pictures and statuary : the 
different personages hot only present points of contrast with 
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one another, but their varieties suddenly fall into a unity of Cil. VIIl. 
effect if looked at from sorne one point of view. An example The 
of such Character-Grouping is seen in the play of Juliusgr°uping 
in Julius 
Ccesar, where the four leading figures, all on the grandest Ccesarrests 
scale, bave the elements of their characters thrown lnto" onghesistheoftheanti- 
relief by comparison with one another, and the contrastpractical 
and inner 
stands out boldly when the four are reviewed in relation to lire. 
one single idea. 
This idea is the same as that which lay at the root of the 
Character-Cntrast in 3I«cbelh--the antithesis ofthe practical 
and inner life. It is, however, applied in a totally different 
sphere. Instead of a simple age in which the lives coincide 
with the sexes we are carried to the other extreme of civilisa- 
tion, the final age of Roman liberty, and all four personages 
are merged in the busy world of political life. Naturally, then, 
the contrast of the two lives takes in this play a different 
form. In the play of .,]racbeth the inner life was seen in the Tis ta*e 
the form o] 
force of will which could hold down alike bad and good individua! 
impulses; while the outer life was ruade interesting by its sy,npathies 
. v. publh- 
confinement to the training given by action, and an exnl-policy" 
bition of it devoid of the thoughtfulness and self-control for 
which the life of activity bas to draw upon the inner life. 
But there is another aspect in which the two may be re- 
garded. The idea of the inner life is reflected in the word 
' individuality,' or that which a man has hOt in common with 
others. The cultivation of the inner life implies not merely 
cultivation of our own individuality, but toit also belongs 
sympathy with the individuality of others ; whereas in the 
sphere of practical life men fall into classes, and each per- 
son bas his place as a member of these classes. Thus 
benevolence may take the form of enquiring into indi- 
vidual wants and troubles and meeting these by personal 
assistance; but a man bas an equal claire to be called 
benevolent who applies himself to such sciences as political 
economy, studies the springs which regulate human society, 
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and by influencing these in the right direction confers 
benefits upon whole classes ata time. Charity and political 
science are the two forms benevolence assumes correspon- 
dent to the inner life of individual sympathies and the outer 
life of public action. Or, if we consider the contrast from 
the side of rights as distinguished from duties, the supreme 
form in which the rights of individuals may be summed 
up is justice; the corresponding claire which public life 
makes upon us is (in the highest sense of the term) policy: 
wherever these two, justice and policy, seem to clash, the outer 
and inner life are brought into conflict. It is in this form 
that the conflict is raised in the play of./rulius Ccesar. To 
get it in its full force, the dramatist goes to the world of 
antiquity, for one of the leading distinctions between ancient 
and modcrn society is that the modern world gives the fullest 
play to the individual, while in ancient systems the individual 
was treated as existing solely for the state. 'Liberty' has 
been a watchword in both ages ; but while we mean by liberty 
the least amount of interference with personal activity, the 
liberty for which ancient patriots contended was freedom of 
the government from external or internal control, and the 
ideal republic of Plato was so contrived as to reduce indi- 
vidual liberty to a minimum. And this subordination of 
private to public was most fully carried out in Rome. ' The 
common weal,' says Merivale, 'was after ail the grand object 
of the heroes of Roman story. Few of the renowned heroes 
of old had attained their eminence as public benefactors 
without steeling their hearts against the purest instincts of 
nature. The deeds of a t3rutus or a Manlius, of a Sulla 
or a Cesar, would have been branded as crimes in private 
citizens; it was the public character of the actors that 
stamped them with immortal glory in the eyes of their 
countrymen.' Accordingly, the opposition of outer and 
inner life is brought before us most keenly when, in Roman 
life, a public policy, the cause of republican freedom, seems 
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tobe bound up with the supreme crime against justice and Ch. viii. 
the rights of the individual, assassination. 
Brutus is the central figure of the group : in his character Br«t«s's 
the two sides are so balanced that the antithesis disappears, character 
so evcnly 
Thi evenness of development in his nature is the thought of develoed 
tlose who in the play gather around his eorpse; giving tAat 
antithesD 
prominenee to the quality in Brutus hidden from the easual disaea,'s. 
observer they say : 
His life was gentle; and the elements v.v. 73- 
So mix'd in him that Nature might stand up 
And say to all the world ' This was a man l' 
Of another it would  said that he was a poet, a philoso- 
pher; of Brutus the only true description was that he was a 
man! It is in very few eharacters that force and softness 
are each earried to such perfection. The strong side of Force of h# 
Brutus's eharacter is that which has given to the whole play character. 
its characteristie tone. It is seen in the way in which he 
appreciates the issue at stake. Weak men sin by hiding from 
themselves what it is they do; Brutus is fully alive to the 
foulness of eonspiracy at the moment in which he is con- 
spiring. 
O conspiracy, ri. i. 77- 
Shamest OEou to show thy dangerou brow by night, 
When eils are most free O, then by day 
Where wilt thou final a ve dark OEough 
To mask thy monstrous visage  
His high tone he earries into the darkest scenes of the play. 
The use of eriminal means has usually an intoxieating effeet 
upon the moral sense, and suggests to those once eommitted 
to it that it is useless to haggle over the anaount of the crime 
until the end be obtained. rutus resists this intoxication, 
setting his face against the proposal to include Antony in il. i. 
Cesar's fate, and resolving that not one life shall be unneees- 
sarily saerificed. He scorns the refuge of suicide; and with 
xvath adjures his eomrades not to stain 
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The even virtue of our enterprise, 
Nor the insuppressive mettle of out spirits, 
To think that or our cause or our performance 
I3id need an oath ; when every drop of blood 
That every Roman bears, and nobly bears» 
Is guilty of a several bastardy, 
If he do break the smallest partiele 
Of any promise that bath pass'd from him. 
The scale of Brutus's character is again brought out by his 
relations with other personages of the play. Casca, with ail 
his cynical depreciation of others, bas to bear unqualified 
testimony to I3rutus's greatness : 
O, he sits high in ail the people's hearts; 
And that whieh would appear offenee in us» 
His eountenance, like riehest alehemy, 
Wiil change to virtue and to worthiness. 
We see Ligarius coming from a sick-bed to join in he knows 
hot what : 'it sufficeth that Brutus leads me on.' And the 
hero's own thought, when at the point of death he pauses to 
take a moment's survey of his whole life, is of the unfailing 
power with which he has swayed the hearts of all around 
him : 
My heart doth joy that yet in ail my life 
I round no man but he ,vas truc to me. 
Above all, contact with Cassius throws into relief the great- 
ness of Brutus. At the opening of the play itis Cassius that 
we associate with the idea of force; but his is the ruling 
lnind only while Brutus is hesitating; as soon as Brutus has 
thrown in his lot with the conspirators, Cassius himself is 
swept along with the current of t3rutus's irresistible influence. 
In the councils every point is decided--and, so far as success 
is concerned, wrongly decidedagainst Cassius's better judg- 
ment. in the sensational moment when Popilius Lena enters 
the Senate-house and is seen to whisper Coesar, Cassius's 
presence of mind fails him, and he prepares in despair for 
suicide; Brutus retains calmness enough to watch faces: 
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Cassius, be constant: CH. VIII. 
Popilius Lena speaks not of our purposes; 
For, look, he smiles, and Czesar doth not change. 
In the Quarrel Scene Cassius has lost all pretensions to iv. iii. 
dignity of action in the impatience sprung ri'oto a ruined 
cause; ]3rutus maintains principle in despair. Finally, at the 
close of the scene, when it is discovered that under all the 
hardness of this contest for principle ]3rutus has been hiding iv.iii, from 
a heart broken by the loss of Portia, Cassius is forced to give 145. 
way and acknowledge Brutus's superiority to himself even in 
his own ideal of impassiveness : 
I bave as much of this in art as you, iv. iii. 194. 
But yet rny nature eould hot bear it so. 
The force in /3rutus's character is obvious : it is rather its lts soft- 
softer side that some readers find difficulty in seeing. But this ness. 
difficulty is in reality a testimony to Shakespeare's skill, for 
]3rutus is a Stoic, and what gentleness we sec in him appears 
in spite of himself. It lnay be seen in his culture of art, 
music, and philosophy, which have such an effect in softening 
the manners. Nor is this in the case of the Roman Brutus 
a mere conventional culture: these tastes are among his 
strongest passions. When ail is confusion around him on the 
eve of the fatal battle he cannot restrain his longing for the 
refreshing tones of lais page's lyre ; and, the music over, he 
takes up his philosophical treatise at the page he had turned 
down. Again/3rutus's considerateness for his dependants is iv. iii. 242. 
in strong contrast with the harshness of Roman masters. 
On the saine eve of the battle he insists that the men who 
watch in his tent shall lie down instead of standing as dis- 
cipline would require. An exquisite little episode brings out iv.iii, from 
/3rutus's sweetness of demeanour in dealing with his youthful 252" 
page; this rises to womanly tenderness at the end when, 
noticing how the boy, wearied out and fallen asleep, is lying 
in a position to injure his instrument, he rises and disengages 
it ,ithout waking him. 

iv. iii. 256. 
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/ru. Look, Lucius, here "s the book I sought for so: 
I put it in the pocket of my gown. 
Luc. I was sure your lordship did hot give it me. 
lrzt. Bear with me, good boy; I am much forgetful. 
Can'st thou hold up thy heavy eyes awhile, 
And touch thy instrument a stmin or two? 
Zuc. Ay, my lord, an't please you. 
Bru. It does, my boy: 
I trouble thee too much, but thou art villing. 
Luc. It is my duty, sir. 
.Bru. I should hot urge thy duty past thy might ; 
I know young bloods look for a time of test. 
Lfw. I have slept my lord, already. 
.Bm. It was well donc; and thou shalt sleep again; 
I will hot hold thee long: if I do llve 
I will be good to thee. [AIusic and a son.ff. 
This is a sleepy tune. O murderous slumber, 
Lay'st thou thy leaden mace upou my boy, 
That plays thee music? Geutle knave, good uight; 
I will hot do thee so much wroug to wake thee.-- 
If thou dost uod, thou break'st thy instrument ; 
Fil take it from thee; and, good boy, good night. 
Brutus's relations with Portia bear the saine testiinony. 
Portia is a woman with as high a spirit as Lady ,Iacbeth, 
and she can inflict a wound on herself to prove ber courage 
and ber right to share her husband's secrets. But she lacks 
the physical nerve of Lady Macbeth; ber agitation on the 
Inorning of the assassination threatens to betray the con- 
spirators, and when these bave to flee froin Rome the 
suspcnse is too Inuch for ber and she coininits suicide. 
I3rutus knew his wife better than she knew herself, and was 
right in seeking to withhold the fatal confidence; yet he 
allowed himself to be persuaded: no Inan would be so 
swayed by a tender woman unless he had a tender spirit of 
his own. In all these ways we Inay trace an extreine of 
gentleness in Brutus. But it is of the essence of his character 
that this softer side is concealed behind an imperturbability 
of outward demeanour that belongs to his stoic religion: 
this struggle between inward and outward is the Inain feature 
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for the actor to bring out. Itis a master stroke of Shake- Cm viii. 
speare that he utilises the euphuistic prose of his age to iii. ii, from 
express impassiveness in Brutus's oration. The greatest 14. 
man of the world has just been assassinated; the mob are 
swaying with fluctuating passions ; the subtlest orator of his 
day is at hand to turn those passions into the channel of 
vengeance for his fi'iend : Brutus called on amid such sur- 
roundings to speak for the conspirators still maintains the 
artificial style of carefully balanced sentences, such as 
emotionless rhetoric builds up in the quiet of a study. 
As Coesar loved me, I weep for him ; as he was fortunate, I rejoice 
at it ; as he was valiant, I honour him : but, as he was ambitious, I slew 
him. There is tears for his love ; joy for his fortune ; honour for his 
valour ; and death for his ambition. 
Brutus's nature then is developed on all its sides; in his Tke anti- 
thesis re- 
character the antithesisof the outer and inner lire disappears, aiearsfo r 
It reappears, however, in the action ; for 13rutus is compelled 3rutus in 
the action. 
tO balance a weighty issue, with public policy on the one 
ii. i. 1o-85. 
side, and on the other, not only justice to individual claires, 
but further the claires of friendship, which is one of the 
fairest flowers of the inner lire. And the balance dips to 
the wrong side. If the question were of using the 
weapon of assassination against a criminal too high for 
the ordinary law to reach, this would be a moral problem 
which, however doubfful to modern thought, would have 
been readily decided by a Stoic. But the question which 
presented itself to Brutus was distinctly not this. Shake-il. i. 
speare has been careful to represent Brutus as admitting to 
himself that Caesar has done no wrong: he slays him for 
what he might do. 
The abuse of greatness is, when it disjoins 
Remorse from power : and, lo s2eak truth of 
I bave hot known when his affections sway'd 
AIore than his reason. But 'tis a common proof, 
That lowliness is young ambition's ladder, 
XVhereto the elimber-upward turns his face ; 
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But when he once attains the upmost round, 
He then unto the ladder tums his back, 
Looks in the clouds, scorning the base degrees 
13y which he did ascend. So Coesar may. 
Then, lest he may, prevent. And since the quarrel 
IVill bear no colour for the lhing he is, 
Fashion it thus; that what he is, augmented. 
Would run to these and these extremities: 
And therefore think him as a serpent's egg 
Which hatch'd, would, as his kind, grow misehievous, 
And kill him in the shell. 
It is truc that Shakespeare, with his usual ' dramatic hedging," 
softens down this immoral bias in a great hero by represent- 
ing him as both a Roman, of the nation which beyond ail 
other nations exalted the state over the individual, and a 
]3rutus, representative ofthe house which had risen to great- 
ness by leading violence against tyranny. But, Brutus's own 
conscience being judge, the man against whorn he rnoves is 
guiltless ; and so the conscious sacrifice of justice and friend- 
ship to policy is a fatal error which is source sufficient for the 
whole tragedy of which Brutus is the hero. 
The character of Coesar is one of the rnost difficult in 
Shakespeare. Under the influence of some of his speeches 
we find ourselves in the presence of one of the toaster spirits 
of mankind; other scenes in which he plays a leading part 
breathe nothing but the feeblest vacillation and weakness. 
It is the business of Character-Interpretation to harmonise 
this contradiction ; itis hot interpretation at all to ignore one 
side of it and be content with describing Coesar as vaciflating. 
The force and strength of his character is seen in the im- 
pression he rnakes upon forceful and strong men. The 
attitude of Brutus to Cesar seems throughout tobe that of 
looking up ; and notably atone point the thought of Cesar's 
greatness seems to cast a lurid glearn over the assassination 
plot itself, and Brutus feels that the grandeur of the victim 
gives a dignity to the crime : 
Let "s carre him as a dish fit for the gods. 
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The strength and force of Antony again no one will ques- 
tion ; and Antony, at the moment when he is alone with the 
corpse of Coesar and tan have no motive for hypocrisy, 
apostrophises it in the vords-- 
Thou art the ruins of the noblest man 
That ever lived in the tide of rimes. 
And we see enough of Coesar in the play to bear out the 
opinions of Brutus and Antony. Those who accept vacilla- 
tion as sufficient description of Coesar's character must ex- 
plain his strong speeches as vaunting and self-assertion. But 
surely it must be possible for dramatic language to distinguish 
between the true and the assumed force ; and equally surely 
there is a genuine ring in the speeches in which Coesar's 
heroic spirit, shut out from the natural sphere of action in 
which it has been so often proved, leaps restlessly at every 
opportunity into pregnant vords. We may thus feel certain 
of his lofty physical courage. 
Cowards die many times before their deaths ; 
The valiant never taste of death but once. 
Of all the wonders that I yet have heard, 
It seems to me most strange that men should fear . 
Danger knovs full well 
That Coesar is more dangerous than he: 
We are two lions litter'd in one day, 
And I the elder and more terrible. 
A man must have felt the thrill of courage in search of its 
food, danger, before his self-assertion finds language of this 
kind in which to express itself. In another scene we have 
the perfect forliter in re and suaviler in modo of the trained 
statesman exhibited in the courtesy with which Coesar receives 
the conspirators, combined with his perfect readiness to ' tell 
graybeards the truth.' Nor could imperial firmness be more 
ideally painted than in the way in which Coesar 'prevents' 
Cimber's intercession. 
13e hot fond, 
To think that Coesar bears sach rebel blood 
N 
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That will be thaw'd from the true quality 
With that which melteth fools; I mean. sweet wods, 
Low-crooked court'sies, and base spaniel-fawning. 
Thy brother by decree is banished : 
If thou dost bend and pray and fawn for him, 
I spurn thee like a cur out of my way. 
Know, Coesar doth hot wrong, nor vithout cause 
Will he be satisfied. 
Commonplace authority loudly proclaims that it will never 
relent : the true imperial spirit feels it a preliminary condition 
to see first that it never does wrong. 
It is the antithesis of the outer and inner life that explains 
this contradiction in Coesar's character. Like lXlacbeth, he is 
the embodiment of one side and one side only of the anti- 
thesis; he is the complete type of the practical--though in 
pecial qualities he is as unlike lXlacbeth as his age is unlike 
lXlacbeth's age. Accordingly Coesar appears before us perfect 
up to the point where his own personality cornes in. The 
military and political spheres, in which he bas been such a 
colossal figure, call forth practical powers, and do hot in- 
volve introspection and meditation on foundation principles 
of thought. 
Theirs hot to reason vhy: 
Theirs but to do. 
The tasks of the soldier and the statesman are imposed upon 
them by external authority and necessities, and the faculties 
exercised are those which shape means to ends. But at last 
Coesar cornes to a crisis that does involve his personality ; he 
attempts a task imposed on him by his own ambition. He 
plays in a game of which the prize is the world and the 
stake himself, and to estimate chances in such a gaine tests 
self-knowledge and self-command toits depths. How want- 
ing Coesar is in the cultivation of the inner life is brought out 
by his contrast with Cassius. The incidents of the flood and 
the fever, retained by the memory of Cassius, illustrate this. 
The first of these was no mere swimming-match ; the flood 
in thc Tiber was such as to reduce to nothing the difference 
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between one swimmer and another. It was a trial of nerve: 
and as long as action was possible Coesar was not only as 
brave as Cassius, but was the one attracted by the danger. 
Then some chance wave or cross current renders his chance 
of life hopeless, and no buffeting 'ith lusty sinews is of any 
avail ; that is the point at which the passive courage born of 
the inner life cornes in, and gives strength to submit to the 
inevitable in calmness. This Coesar lacks, and he calls for 
rescue : Cassius would bave felt the water close over him and 
have sunk to the bottom and died rather than accept aid from 
his rival. In like manner the sick bed is a region in which 
the highest physical and intellectual activity is helpless ; the 
trained self-control of a Stoic may have a sphere for exercise 
even here; but the god Coesar shakes, and cries for drink 
like a sick girl. It is interesting to note how the two types 
of mind, vhen brought into personal contact, jar upon one 
another's self-consciousne's. The intellectual man, judgiug 
the man of action by the test of mutual intercourse, sees 
nothing to explain the other's greatness, and wonders what 
people find in him that they so admire him and submit to his 
influence. On the other hand, the man of achievement is 
uneasily conscious of a sort of superiority in one whose intel- 
lectual aires and habits he finds it so difficult to follow--yet 
superiority it is not, for what has he doue ? Shakespeare has 
illustrated this in the play by contriving to bring Coesar and 
his suite across the 'public place' in which Cassius is dis- 
coursing to 13rutus. Cassius feels the usual irritation at 
being utterly unable to find in his old acquaintance any 
special qualifies to explain his elevation. 
lX'ow, in the names of ail the gods at once, 
Upon what meat doth this our Coesar feed» 
That he is grovn so great ? 
Similarly Coesar, as he casts a passing glance at Cassius, be- 
cornes at once uneasy. 'Me thinks too much,' is the ex- 
clamation of the man of action : 
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He loves no plays, 
As thou dost, Antony; he hears no music. 
The practical man, accustomed to divide mankind into a few 
simple types, is always uncomfortable at finding a man he 
cannot classify. Finally there is a climax to the jealousy that 
exists between the two lives : Coesar complains that Cassius 
' looks quile lhrough lhc dceds of mon: 
There is another circumstance to be taken into account in 
explainng the weakness of Coesar. A change has corne over 
the spirit of Roman political life itself--such seems to be 
Shakespeare's conception: Coesar on his return has found 
Rome no longer the Rome he had known. Before he left 
for Gaul, Rome had been the ideal sphere for public life, the 
arena in vhich principles alone were allowed to combat, and 
from which the banishment of personal aires and passions 
was the first condition of virtue. In his absence Rome has 
gradually degenerated ; the mob has become the ruling force, 
and introduced an element of uncertainty into political life ; 
politics has passed from science into gambling. A new order 
of public men has arisen, of which Cassius and Antony are 
the types ; personal aires, personal temptations, and personal 
risks are now inextricably interwoven with public action. 
This is a changed order of things to which the mind of 
Coesar, cast in a higher mould, lacks the power to adapt it- 
self. His vacillation is the vacillation of unfamiliarity vith 
the nev political conditions. He refuses the crovn'each time 
gentler than the other,' showing want of decisive reading in 
dealing with the fickle mob; and on his return from the 
Capitol he is too untrained in hypocrisy to conceal the angry 
spot upon his face; he has tried to use the new weapons 
which he does not understand, and has failed. It is a subtle 
touch of Shakespeare's to the saine effect that Coesar is repre- 
.ented as having himself undergone a change of laie : 
For he is superstitious grown of late, 
Quite from the main opinion he held once 
Of fantasy, of dreams and ceremonies 
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To corne back to a world of which you have mastered the Ch. vII1. 
machinery, and to find that it is no longer governed by 
machinery at ail, that causes no longer produce their effects-- 
this, if anything, might well drive a strong intellect to super- 
stition. And herein consists the pathos of Cesar's situation. 
The deepest tragedy of the play is hot the assassination of 
Coesar, it is rather seen in such a speech as this of Decius: 
If he be so resolved, ii. i. 2oz. 
I can o'ersway him; for he fores to hear 
That unicorns may be betray'd with trees, 
And bears with glasses, elephants with holes, 
Lions with toils and men with flatterers ; 
But when I tell him, he hates flatterers, 
He says he does, being then most flattered. 
Assassination is a less piteous thing than to see the giant 
intellect by its very strength unable to contend against the 
low cunning of a fifth-rate intriguer. 
Such, then, appears to be Shakespeare's conception of 
Julius Cesar. He is the consummate type of the practical : 
emphatically the public man, complete in ail the greatness 
that belongs to action. On the other hand, the knowledge 
of self produced by self-contemplation is wanting, and 
so when he cornes to consider the relation of his individual 
self to the state he vacillates with the vacillation of a strong 
man moving amongst men of whose greater intellectual 
subtlety he is dimly conscious : no unnatural conception for a 
Cesar who has been founding empires abroad while his 
fellows have been sharpening their wits in the party contests 
of a decaying state. 
The remaining members of the group are Cassius and Cassits: 
Antony. In Cassius thought and action have been equally characterhiS 2vhole 
developed, and he bas the qualifies belonging to both devdoped 
atd sub- 
the outer and the inner life. But the side which in t3rutusjectedto a 
barely preponderated, absolutely tyrannises in Cassius; his naster- 
, , tassiot 
public life has given him a grand passion to which the wnoe "lhat is dis- 
of his nature becomes subservient. Inheriting a 'rash interested. 
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CH. VIII. humour' from his mother, he was specially prepared for im- 
iv. iii. t 2o. patience of political anomalies ; republican independence has 
become to him an ideal dearer than life. 
i. ii. 95. I had as lief hot be as live to be 
In awe of such a thing as I myself. 
i. ii, iii ; il. He has tlms become a professional politician. Politics is to 
i ; iii. i. him a gaine, and men are counters tobe used; Cassius finds 
i77, &c. 
satisfaction in discovering that even Bl'UtUS'S ' honourable 
i. ii. 
319  metal may be wrought from that it is dispose&' He has the 
politician's low view of human nature ; while Brutus talks of 
princitdes Cassius interposes appeals to interest : he says to 
Antony, 
iii. i. 177. Your voice shall be as strong as any rnan's 
In the disposing of nev dignities. 
His party spirit is, as usual, unscrupulous; he seeks to 
work upon lais friend's unsuspecting nobility by concocted 
i. il. 3i 9. letters thrown in at his windows ; and in the Quarrel Scene 
loses patience at Brutus's scruples. 
I '11 not endure it: you forget yonrself, 
iv. iii. î, 
29, &c. To hedge me in; I am a soldier, I, 
Older in practice, abler than yourself 
To make conditions. 
At the saine rime he bas a party politician's tact ; lais advice 
throughout the play is proved by the event to have been 
right, and he does himself no more than justice when he says 
iii. i. i45. his misgMng ' still falls shrewdly to the purpose.' Antony 
.4»tony: also has ail the powers that belong both to the intellectual 
his wlzole 
«baratter and practical life ; so far as these powers are concerned, he 
developcd has them developed to a higher degree than even Brutus and 
at«l s«b- 
jected to Cassius. His disting-uishing mark lies in the use to which 
selfls these powers are put; like Cassius, he has concentrated his 
,,ssio». whole nature in one aire, but this aire is not a disinterested 
object of public good, it is unmitigated self-seeking. Antony 
bas greatness enough to appreciate the greatness of Çoesar ; 
hence in the first half of the play he has effaced himself, 
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choosing to rise to power as the useful tool of Coesar. Here, Cr. VIII. 
indeed, he is famed as a devotee of the softer studies, but 
esp. i. ii, 
itis hot till his patron has fallen that his irresistible strength from x9.? :. 
eomp. 11. l. 
is put forth. There seems to be but one element in Antony 65- 
that is hot selfish : .his attachment to Cïesar is genuine, and 
its force is measured in the violent imagery of the vow with iii. i, from 
vhich, when alone for a moment with the corpse, he promises 254: comp. 
I94-2x3. 
vengeance till all pity is ' choked with custom of fell deeds.' 
And yet this perhaps is after all the best illustration of his 
callousness to higher feelings ; for the one tender emotion of 
his heart is used by him as the convenient weapon with which 
to fight his enemies and raise himself to power. 
Such, then, is the Grouping of Characters in the play of T«Grout- 
bg as a 
Juh'tts Ccesar. To catch it they must be contemplated in the whoZe sur- 
light of the antithesis between the outer and inner life. In veyed. 
Brutus the antithesis disappears amid the perfect balancing 
of his character, to reappear in the action, when Brutus has 
to choose between his cause and his friend. In Coesar the 
practical life only is developed, and he fails as soon as action 
involves the inner life. Cassius bas the powers of both outer 
and inner life perfect, and they are fused into one toaster- 
passion, morbid but unselfish. Antony has carried to an even 
greater perfection the culture of both lives, and all his powers 
are concentrated in one purpose, which is purely selfish. In 
the action in which this oup of personages is involved the 
determining fact is the change that has corne over the spirit 
of Roman life, and introduced into its public policy the 
element of personal aggrandisement and personal risk. The 
new spirit works upon Brutus: the chance of winning 
political liberty by the assassination of one individual just 
overbalances his moral judgment, and he falls. Yet in his fall 
he is glorious : the one false judgment of his life brings him, 
what is more to him than victory, the chance of maintaining 
the calmness of principle amid the ruins of a falling cause, 
and shmving how a Stoic tan fail and die. The new spirit 



CH. VIII. 

184 'ULIUS CAAR. 

affects Cesar and tempts him into a personal enterprise in 
which success demands a meanness that he lacks, and he is 
betrayed to his fall. Yet in his fall he is glorious : the assas- 
sins' daggers purge him from the stain of his momerrtary 
personal ambition, and the sequel shows that the Roman 
world was not worthy of a ruler such as Cesar. The spirit 
of the age effects Cassius, and fans his passion to work itself 
out to his own destruction, and he falls. Yet in his fall he is 
glorious: we forgive him the lowered tone of his political 
action when we see by the spirit of the new rulers how 
desperate was the chance for which he played, and how 
Cssius and his loved cause of republican freedom expire 
together. The spirit of the age which bas wrought upon the 
test is controlled and used by Antony, and he rises on their 
ruins. Yet in llis fise he is less glorious than they in their 
fall : he does all for self; he may daim therefore the prize 
of success, but in goodness he bas no share beyond that 
he is permitted to be the passive instrument of punishing 
evil. 



IX. 
How THE PLA¥ OF JuLIus CmAR WORKS 
TO A CLIMAX AT THE CENTRE. 
A çludy in _Passion and ]lovemenl. 
HE preceding chapters have been confined to two of ChAr IX. 
the main elements in dramatic effect, Character and tassion 
Plot: the third remains to be iIIustrated. Amongst other and cllove- 
devices of public amusement the experiment has been tried elcmcnts o./ 
of arranging a gaine of chess to be played by living pieces dramati,- 
on a monster board ; if we suppose that in the midst of such cffcct. 
a gaine the real combative instincts of the living pieces should 
be suddenly aroused, that the knight should in grim earnest 
plunge his spear into his nearest opponent, and that missiles 
should actuaIIy be discharged from the castles, then the 
shock produced in the feelings of the bystanders by such 
a change would serve to bring out with emphasis the dis- 
tinction between Plot and the third element of dramatic 
effect, Passion. Plot is an interest of a purely intellectual 
kind, it traces laws, principles, order, and design in the 
incidents of life. Passion, on the other hand, depends on the 
human character of the personages involved ; it consists in 
the effects produced on the spectator's emotional nature as 
his sympathy foIIows the characters through the incidents of 
the plot; it is War as distinguished from Ix'rëgspiel. Effects 
of such Passion are numerous and various : the present study 
is concerned with its .l[ovemenL This iXlovement com- 
prehends a class of dramatic effects differing in one obvious 
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particular from the effects considered so far. Character-- 
Interpretation and Plot are both analytical in their nature ; 
the play has to be taken to pieces and details selected from 
various parts bave to be put together to give the idea of a 
complete character, or to make up some single thread of 
design. Iovement, on the contrary, follows the actual order 
of the events as they take place in the play itself. The 
emotional effects produced by such events as they succeed 
one another will not be uniform and monotonous ; the skill 
of the dramatist will lie in concentrating effect at some points 
and relieving it at others; and to watch such play of passion 
through the progress of the action will be a leading dramatic 
interest. Now we have already had occasion to notice the 
prominence which Shakespeare in his dramatic construction 
gives to the central point of a play ; symmetry more than 
sensation is the effect which bas an attraction for his genius, 
and the finale to xvhich the action is to lead is not more im- 
portant to him than the balancing of the whole drama about 
a turning-point in the middle. Accordingly it is hot surprising 
to find that in the Passion-Iovement of his dramas a similar 
plan of construction is often followed ; that all other varia- 
tions are subordinated to one great Çlimax of Passion at the 
centre. To repeat an illustration already applied to Plot: the 
movement of the passion seems to follow the form of a 
regular arch, commencing in calmness, rising through 
emotional strain to a summit of agitation at the centre, then 
through the rest of the play declining into a calmness of a 
different kind. It is the purpose of the two remaining studies 
to illustrate this kind of movement in two very different 
plays, fidius Ccesar has the simplest of plots ; our attention 
is engaged with a train of emotion which is ruade to rise 
gradually to a climax at the centre, and then equally 
gradually to decline. Zear, on the contrary, is amongst the 
most intricate of Shakespeare's plays; nevertheless the 
dramatist contrives to keep the saine simple form of emotional 
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effect, and its complex passions unlte in producing a concen- CHAP. |X- 
tration of emotional agitation in a few central scenes. 
The passion in the play of Juh'us Ccesar gathers around In]ulius 
the conspirators, and follows them through the mutations of C«esar 
their fortunes. If hmvever we are to catch the different partsfollows the 
.... .^. /ustoEca- 
of the action in their proper proportions we must rc,,c,uuct-ti.o n ofthc 
the character of these conspirators, and especially of their conspira- 
lors go 
leaders ]3rutus and Cassius. These are actuated in what audience: 
they do hot by personal motives but by devotion to the 
public good and the idea of republican liberty; accordingly 
in following their career we must hot look too exclusively at 
their personal success and failure. The exact key to the 
movement of the drama will be given by fixing attention 
upon thejuslificah'on ofthe consph'alors' cause in the minds of 
the audience ; and it is this which is found to rise gradually this rises 
tltc centre 
to its height in the centre of the play, and from that point to attddc- 
decline to the end. I have pointed out in the preceding clinesfrom 
t/te centre. 
study how the issue at stake in jruh'us Ccesar amounts to a 
conflict between the outer and inner life, between devotion 
to a public enterprise and such sympathy with the claires of 
individual humanity as is specially fostered by the cultivation 
of the i:ner nature. The issue is reflected in words of 
Brutus already quoted : 
The abuse of greatness is, when it disjoins ii. i. 18 
P, emorse from power. 
Brutus applies this as a test to Coesar's action, and is forced 
to acquit him : but is hot Brutus here laying down the very 
principle of which his own error in the play is the +iolation ? 
The assassin's dagger purs Brutus and the conspirators in 
the position of power ; while ' remorse '--the word in Shake- 
spearean English means human sympathy--is the due of 
their victim Coesar, whose rights to justice as a man, and to 
more than justice as the friend of Brutus, the conspirators 
have the responsibility of balancing against the claires of a 
political cause. These claires of justice and humanity are 
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CrAP. IX. deliberately ignored by the stoicism of t3rutus, while the rest 
of the conspirators are blinded to them by the mists of 
political enthusiasm ; this outraged human sympathy asserts 
itself after Cesar's death in a monstrous form in the passions 
of the mob, which are guided by the skill of Antony to the 
destruction of the assassins. Of course both the original 
violation of the balance between the two lires and the 
subsequent reaction are equally corrupt. The stoicism of 
Brutus, with its suppression of the inner sympathies, arrives 
practically at the principle--destined in the future history of 
the world to be the basis of a yet greater crime--that it is 
expedient that one man should die rather than that a whole 
people should perish. On the other hand, Antony trades upon 
the fickle violence of the populace, and uses it as much for 
personal ends as for vengeance. This demoralisation of both 
the sides of character is the result of their divorce. Such is 
the essence of this play if its action be looked at as a whole ; 
but it belongs to the movement of dramatic passion that we 
see the action only in its separate parts at different rimes. 
Through the first half of the play, while the justification of 
the conspirators' cause is fising, the other side of the question 
is carefully hidden from us; from the point of the assassina- 
tion the suppressed element starts into prominence, and 
sweeps our sympathies along with it toits triumph at the 
conclusion of the play. 
1;irststage: In following the movement of the drama the action seems 
the con- 
sliracy to divide itself into stages. In the first of these stages, which 
_/brming. comprehends the first two scenes, the conspiracy is only 
°assion 
indistin- forming ; the sympathy with which the spectator follows the 
geishable details is entirely free from emofional agitation; passion so 
from mere 
int¢rest, far is indistinguishable from mere interest. The opening 
i. i, ii. scene strikes appropriately the key-note of the whole action. 
Starting- In it we sec the tribunes of the people--officers whose whole 
i#ohtt : sizms . 
ofreaclïon ratson d'êlre is to be the mouthpiece of the commonalty--re- 
i,t the straining their own clients from the noisy honours they are dis- 



posed to pay to Çoesar. To the justification in out eyes of a C«v. IX. 
conspirac), against Çoesar, there could not be a better starting- qular 
point than this hint that the popular worship of Çoesar, vors]dl OE 
Ccesar. 
which has rnade hirn what he is, is itself reaching itsi. i. 
reaction-point. Such a suggestion rnoreover rnakes the 
whole play one cornplete wave of popular fickleness from 
crest to crest. 
The second is the scene upon which the drarnafist rnainly Thc leisc 
begins. The 
relies for the crescendo in the justification of the con-causesecn 
spirators. It is a long scene, elaborately contrived so as to at its best, 
the vi«tim 
keep the conspirators and their cause before us at their very at hic 
best, and the victirn at his very worst. Cassius is the life cvorsl. 
i. ii. 
and spirit of this scene, as he is of the whole republican 
rnovernent. Cassius is excellent soli for republican prin- 
ciples. The ' rash humour' his rnother gave hirn would pre- 
dispose hirn to impatience of those social inequalities and con- 
ventional distinctions against which republicanisrn sets itself. 
Again he is a hard-thinking man, to whorn the perfect 
realisation of an ideal theory would be as palpable an airn as 
the more practical ptu-poses of other rnen. He is a Roman 
rnoreover, at once proud of his nation as the greatest in the 
,'odd, and aware that this national greatness had been 
through all history bound up with the maintenance of a 
republican constitution. His republicanisrn gives to Cassius 
the dignity that is ahvays #vert to a character by a 'and 
passion, whether for a cause, a wornan, or an idea--the 
unification of a whole life in a single airn, by which the 
separate sta'ings of a rnan's nature are, as it were, tuned into 
harrnony. In the present scene Cassius is expounding the 
cause which is his life-object. Nor is this ail. Cassius was 
politician enough to adapt hirnself to his hearers, and could 
hold up the lower motives to those who would be influenced 
by thern; but in the present case it is the 'honourable rnetal' 
of a ]3rutus that he bas to work upon, and his exposition 
of republicanism rnust be adapted to the highest possible 
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Accordingly, in the language of the scene we find 
the idea of human equality expressed in its most ideal form. 
Without it Cassius thinks lire not worth living. 
] had as lief hot be as lire to be 
In awe of such a thing as I myself. 
I was born free as Coesar; so were you; 
We both have fed as well, and we ean both 
Endure the winter's cold as well as he. 
The examples follow of the fiood and lever incidents, which 
show how the majesty of Coesar vanished before the violence 
of natural forces and the prostration of disease. 
And this man 
Is now beeome a goal, and Cassius is 
A wretched creature and must bend his body» 
If Coesar earelessly but nod on him. 
In the eye of the state, individuals are so many members of a 
class, in precisely the way that their names are so many 
examples of the proper noun. 
Brutus and Cesar: what should be in that ' Cesar'? 
Why should that naine be sounded more than )'ours ? 
Write them together, )-ours is as fait a naine; 
Sound them, it doth beeome the mouth as well; 
Weigh them, it is as heavy; eonjme with them, 
Brutus will start a spirit as SOOll as Cesar. 
Now, in the names of ail the gods at once, 
Upon what meat doth this our Cesar feed, 
That he is grown so great ? 
And this exposition of the conspirators' cause in its highest 
form is at the same time thrown into yet higher relief by a 
background to the scene, in which the victim is presented at 
his worst. Ail through the conversation between Brutus and 
Cassius, the shouting of the mob reminds of the scene which 
is at the moment v«,qn« on in the Çapitol, while the conversa- 
tion is interrupted for a time by the returning procession of 
Cesar. In this action behind the scenes which thus mingles 
with the main incident Cesar is committing the one fault of 
his lire : this is the fault of ' treason,' which can be justified 
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only by being successful and so becoming 'revolution,' Cn«P. IX. 
whereas Coesar is failing, and deserving to fail ri-oto the 
vacillating hesitation with which he sins. Moreover, un- 
favourable as such incidents would be in themselves to our 
sympathy with Coesar, )'et it is not the actual facts that we 
are pernfitted to see, but they are further distorted by 
the medium through which they reach us--the cynicism of 
Casca which belittles and disparages ail he relates. 
/Cru. Tell us the manner of it, gentle Casca. i. ii. 235. 
Casca. I can as vell be hanged as tell the manner of it: it was mere 
foolery ; I did not mark it. I saw/lark Antony offer him a crown ;-- 
yet' twas hot a crown neither, 'twas one of these coronets :--and, as I 
told you, he put it by once : but, for ail that, to nty thinking, he would 
fain have had it. Then he offered it to him again ; then he put it by 
again : but, to my thinking, he was very loath to lay his fingers off it. 
And then he offer'd it the third time ; he put it the third rime by : and 
still as he refused it, the rabblement hooted and clapped their chapped 
hands and threw up their sweaty night-caps and uttered such a deal of 
stinking breath because Coesar had refused the crown that it had almost 
choked Coesar ; for he swounded and fell down at it : and, for mine own 
part, I durst not laugh, for fear of opening my lips and receiving the 
bad air .... When he came to himself again, he said, If he had done or 
said anything amiss, he desired their worships to think it was his 
infirmity. Three or four venche», where I stood, cried, ' Alas, good 
soul !' and forgave him vith ail their hearts ; but there "s no heed to be 
taken of them ; if Caesar had stabbed their mothers they would have 
done no less. 
At the end of the scene Brutus is won, and we pass Second 
staffe : t/te 
immediately into the second stage of the action : the con- cotstirao, 
spiracy is now formed and developing, and the emotionalformcda,« 
strain begins. The adhesion of /3rutus has given us con-d«vel°lhtg" 
tgassion- 
fidence that the conspiracy will be effective, and we have Strah be- 
onlv to wai! for the issue. This mere notion of wailing is çi..s...... 
" I. 111--11. ll. 
itself enough to introduce an element of agitation into the Suspense 
passion sufficient to mark off this stage of the action from 
the preceding. How powerful suspense is for this purpose we strain 
have expressed in the words of the play itself: passiot. 
Between the acting of a dreadful thing il. i. 63. 
And the first motion, ail the interim is 
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Like a phantasma, or a hideous dream: 
The Genius and the mortal instruments 
Are then in couneil ; and the state of man, 
Like to a little kingdom, suffers then 
The nature of an insurrection. 
But besides the suspense there is a special device for 
securing the agitation proper to this stage of the passion: 
throughout there is maintained a Dramatic ]3ackground of 
night, storm, and supernatural portents. 
The conception of nature as exhibiting sympathy with 
sudden turns in human affairs is one of the most funda- 
mental instincts of poetry. To cite notable instances: 
itis this which accompanies with storm and whirlwind the 
climax to the Jook of-Job, and which leads Blilton to make 
the whole univer.e sensible of Adam's transgression : 
Earth trembl'd from ber entrails, as again 
In pangs, and Nature gave a second groan; 
Sky lowr'd, and muttering thunder, some sad drops 
Wept at completing of the mortal sin 
Original. 
So too the other end of the world's history has its appropl-iate 
accompaniments: ' the sun shall be darkened and the moon 
shall hOt give her light, and the stars shall be falling from 
heaven.' There is a vagueness of terror inseparable from 
these outbursts of nature, so mysterious in their causes and 
aires. They are actually the most rnighty of forces--for 
human artillery is feeble beside the earthquake--yet they are 
invisible : the wind works its havoc without the keenest eye 
being able to perceive it, and the lightning is never seen till 
it has struck. Again, there is something weird in the feeling 
that the most frightful powers in the material universe are all 
sofl lhings. The empty air becomes the irresistible wind ; 
the ftuid and yielding water wears down the hard and 
massive rock and determinês the shape of the earth; im- 
palpable tire that is blown about in evel'y direction can be 
roused till it devours the solidest constructions of human 
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skill ; while the most powerful agencies of all, electricity and CRAv. IX. 
atomic force, are imperceptible to any of the senses and are 
known only by their results. This uncanny terror attaching 
to the union between force and softness is the inspiration of 
one of Homer's most unique episodes, in which the be- 
wildered Achilles, struggling with the river-god, finds the 
strength and skill of the finished warrior vain against the 
ever-rising water, and bitterly feels the violation of the 
natural order-- 

That strong might fall by strong, where nov weak water's luxury 
lIust make my death blush. 

To the terrible in nature are added portents of the super- 
natural, sudden violations of the uniformity of nature, the 
principle upon which all science is founded. The solitary 
bird of night has been seen in the crowded Capitol ; tire has 
played around a human hand without destro)'ing it; lions, 
forgetting their fierceness, have mingled with men; clouds 
drop tire instead of rain; graves are giving up their dead; 
the chance shapes of clouds take distinctness to suggest 
tumult on the earth. Such phenomena of nature and the 
supernatural, agitating from their appeal at once to fear and 
mystery, and associated by the fancy with the terrible in 
human events, have ruade a deep impression upon primitive 
thought; and the impression has descended by generations 
of inherited tradition until, whatever ma), be the attitude of 
the intellect to the phenomena themselves, their associations 
in the emotional nature are of agitation. They thus become 
appropriate as a Dramatic Background to an agitated passion 
in the scenes themselves, calling out the emotional effect by 
a vague sympathy, much as a musical note may set in vibra- 
tion a distant string that is in unison with it. 
This device then is used by Shakespeare in the second 
stage of the present play. We sec the warning terrors 
through the eyes of men of the time, and their force is 
O 

i. iii ; ii. 
il, &c. 
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Ca. 1X. measured by the fact that they shake the cynical Casca into 
eloquence. 
i. iii. 3- .&re hot you moved, when all the sway of earth 
Shakes like a thing unfirm ? O Cicero, 
I bave seen tempests, when the scolding winds 
Have rived the knotty oaks, and I have seen 
The ambitious ocean swell and rage and foam, 
"Fo be exalted with the threatening clouds: 
]3ut never till to-night, never till now» 
]3id I go through a tempest dropping tire. 
Either there is a civil strife in heaven, 
Or else the world» too saucy ,vith the gods» 
Incenses them to send destruction. 
And the idca thus started at the commencement is kept 
before our minds throughout this stage of the drama by 
.c.on?pare perpetual allusions, however slight, to the sky and external 
1. . 44, nature. Brutus reads the secret missives by the light of 
IOI, 198 , 
-, 63; exhalations ,hizzing thrugh the air; when some of the 
ii. ii. conspirators step aside, to occupy a few moments while the 
rest are conferring apart, itis to the sky their thoughts 
naturally seem to turn, and they -ith difficulty can make out 
the East ri'oto the West; the discussion of the conspirators 
includes the effect on Czesar of the night's prodigies. Later 
l%rtia remonstrates against ber husband's exposure to the 
raw and dank morning, to the rheumy and unpurged air; 
even when daylight bas fully returned, the conversation is of 
Calpurnia's dream and the terrible prodigies. 
i. iii. Against this background are displayed, first single figures 
il. i. -85. of Cassius and other conspirators; then Brutus alone in calm 
il. i. 86- deliberation : then the whole hand of conspirators, their wild 
eS. excitement side by side with/3rutus's immovable moderation. 
ii. i, from Then the Conspiracy Scene fades in the early morning light 
-3- into a display of/3rutus in his softer relations; and with 
ii. ii.. complete return of day changes to the bouse of Coesar on 
the fatal morning. Coesar also is displayed in contact with 
the supernatural, as represented by Calpurnia's terrors and 
repeated messages of omens that forbid his venturing upon 
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public action for that day. Coesar faces all this with his 
usual loftiness of mind ; l,et the scene is so contrived that, as 
far as immediate effect is concerned, this ver)- loftiness is 
ruade to tell against him. The unfliuching courage that 
overrides and interprets otherwise the prodigies and warnings 
seems presumption to us who know the reality of the danger. 
It is the saine vith his yielding to the humour of his vife. 
Why should he hot ? his is not the conscious weakness that 
must be firm to show that it is hot afi'aid. Yet when, upon 
Decius's explaining away the dream and satisfying Calpur- 
nia's fears, Coesar's own attraction to danger leads him to 
persevere in his first intention, this change of purpose seems 
to us, who bave heard Decius's boast that he can o'ersvay il. i. -o-. 
Coesar with flattery, a confirmation of Cesar's weakness. So 
in accordance with the purpose that reigns through the first 
half of the play the victim is ruade to appear at his worst: 
the passing effect of the scene is to suggest weakness in 
Cesar, while it is in fact furnishing elements which, upon 
reflection, go to build up a character of strength. On the andthe 
"h j«t«- 
other hand, throughout this stage the justification of t e tion ofthc 
conspirators' cause gains by their confidence and their high conspi'a- 
lors sNll 
tone; in particular by the way in which they interpret to risig. 
their own advantage the supernatural element. Çassius feels i. iii. 42- 
the wildness of the night as in perfect harmony with his own 79- 
spirit. 
For my part, I bave walk'd about the streets, i. iii. 46. 
Submitting me unto the perilous night, 
And, thus unbraced, Casca, as you see, 
Have bared my bosom to the thunder-stone ; 
And when the cross blue lightning seem'd to open 
The breast of heaven, I did present myself 
Even in the aire and very flash of it. 
And it needs only a xvord from him to communicate his 
confidence to his comrades. 
Cassius. iNow could I, Casca, naine to thee a man i. iii. 2. 
Most like this dreadful night, 
That thunders, lightens, opens graves, and roars 
02 
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CIAe. IX. As doth the lion in the Capitol, 
A man no mightler than thyself or me 
In personal action, yet prodigious grown 
And fearful, as these strange eruptions are-- 
Casta. 'Tis Coesar that you mean; is it hot, Cassins? 
/:ld,-d The third stage of the action brings us to the climax of 
stage. 7rhe the passion" the strain upon our emotions now rises to a 
Crisis : the ' 
i#assion- height of agitation. The exact commencement of the crisis 
straDt ses 
loaClimax, seems to be marked by the soothsayer's words St the opening 
ii. iii- of Act III. Coesar observes on entering the Capitol the 
iii. i. 121. soothsayer who had warned him to beware of this very 
day. 
Ccesar. The ides of March are corne. 
Soollt. Ay, Cesar; but hot gone. 
Such words seem to measure out a narroxv area of rime in 
which the crisis is to xvork itself out. There is however no 
distinct break between different stages of a dramatic move- 
Devicesfor ment like that in the present play ; and two short incidents 
working 
ui lice agq-bave preceded this scene which bave served as emotional 
lation, devices to bring about a distinct advance in the intensifica- 
Artemi- tion of the strain. In the first, Artemidorus appeared reading 
dorus ; 
ii. iii and a letter of warning which he purposed to present to Coesar 
iii. i. 3- on his way to the fatal spot. I, the Capito! Scene he presents 
it, while the ready Decius hastens to interpose another 
petition to take off Coesar's attention. Artemidorus conjures 
Coesar to read his first for ' it touches him nearer' ; but the 
imperial chivalry of Çoesar forbids : 
What touches us ourself shall be last served. 
Porlia ; The momentary hope of rescue is dashed. In the second 
il. iv. incident Portia bas been displayed completely unnerved by 
the weight of a secret to the anxiety of which she is not 
equal; she sends messengers to the Capitol and recalls 
them as she recollects that she dare give them no mes- 
sage ; ber agitation bas communicated itself to us, besides 
suggesfing the fear that it may betray to others what she is 
anxious to conceal. Our sympathy bas thus been tossed 
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from side to side, although in its general direction it still 
moves on the side of the conspirators. In the crisis itself t'opilius 
the agitation becomes painful as the entrance of Popilius .L.c.n.a. 
Lena and his secret communication to Coesar cause a panic m. ,. '3- 
that threatens to wreck the whole plot on the verge of its 
success. Brutus's nerve sustains even this trial, and the way 
for the accomplishment of the deed is again clear. Emotional 
devices like these have carried the passion up to a climax of 
agitation; and the conspirators now advance to present 
their pretended suit and achieve the bloody deed. To the 
last the double effect of Cesar's demeanour continues. 
Considered in itself, his unrelenfing firmness of principle 
exhibits the highest model of a ruler; yet to us, who know 
the purpose lurking behind the hypocritical intercession of 
the conspirators, Cesar's self-confidence resembles the in- 
fatuation that goes before Nemesis. He scorns the fickle from Ss. 
politicians before him as mere wandering sparks of heaven]y 
tire, while he is left alone as a pole-star of true-fixed and 
resting qua]ity :--and in answer to his presumptuous boast 
that he can never be moved corne the blows of the assassins 
which strike him down; while there is a flash of irony as he 
is seen to have fallen beside the statue of Pompe),, and the compare 
marble seems to g]eam in cold triumph over the rival at last xs" 
lying bleeding at its feet. The assassination is accomplished, 
the cause of the conspirators is won: pity notwithstanding 
we are swept along with the current of their enthusiasm; 
and the justification that has been steadily rising from the 
commencement reaches its climax as, their adversaries dis-cation al 
ils hcight 
persing in terror, the conspirators dip their hands in their in tke ail- 
victim's blood, and make their triumphant appeal to the ealt° al/ 
lime. 
whole world and all time. 
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Cassi*ts. Stoop, then, and wash. How many ages hence 
Shall this our lofty seene be acted over 
In states unborn and accents yet unknown ! 
/-utus. How many rimes shall Czear bleed in sport, 

III. 
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CIaAI'. IX. That now on Pompey's basis lies along, 
No worthier than the dust! 
Cassius. So oft as that shall be, 
So often shall the knot of us be eall'd 
The men that gave their country LIBERTY ! 
Cams- Eller a servanl: this simple stage-direction is the 
trophe, and, catastrophe," the turning-round of the whole action ; the 
mentofthe arch has reached its apex and the Reaction has begun. So 
A'caction. 
iii. i, Irom instantaneous is the change, that though it is only the servant 
2,. of Antony who speaks, )'et the first words of his message 
ring with the peculiar tone of subtly-poised sentences 
which are inseparably associated with Antony's eloquence; 
it is like the first announcement of that which is to be a final 
theme in music, and from this point this tone .dominates the 
scene to the ver 3- end. 
2 5. Thus he bade me say: 
lqrutus is noble, vise. valiant, and honest, 
Coesar was rnighty, bold, royal, and loving, 
Say I love ]3rutus, and I honour him; 
Say I fear'd Coesar, honour'd him, and lov'd him. 
If ]3rutus will vouchsafe that Antony 
May safely corne to him, and be resolv'd 
How Coesar hath deserved to lie in death, 
lark Antony shall hot love Coesar dead 
So well as Brutus living. 
In the whole Shakespearean Drama there is nowhere such a 
swift swinging round of a dramatic action as is here marked 
by this sudden up-springing of the suppressed individuality 
ii. i. 6.. in Antony's character, hitherto so colourless that he has 
been spared by the conspirators as a mere limb of Coesar. 
The tone of exultant triumph in the conspirators has in an 
iii. i. 44. instant given place to Cassius's ' misgiving' as Brutus grants 
Antony an audience ; and when Antony enters, ]3rutus's first 
lrom 164. words to him fall into the form of apology. The quick 
subtlety of Antony's intellect has grasped the whole situa- 
tion, and with irresistible force he slowly feels his way 
towards using the conspirators' aid for crushing themselves 
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and avenging their victim. The bewilderment of the con- 
spirators in the presence of this unlooked-for force is seen 
in Cassius's unavailing attempt to bring Antony to the point, iii. i. 
as to what compact he will make with them. Antony, on compare 
I77. 
the contrary, reads his men with such nicety that he can 
indulge himself in sailing close to the wind, and grasps 
fervently the hands of the assassins while he poufs out a from 
flood of bitter grief over the corpse. It is not hypocrisy, 
nor a trick to gain time, this conciliation of his enemies. 
Steeped in the political spirit of the age, Antony knows, as 
no other man, the mob which governs Rome, and is con- 
scious of the mighty engine he possesses in his oratory to 
sway that mob in what direction he pleases; when his bold 
plan has succeeded, and his adversaries have consented to 
meet him in contest of oratory, then ironical conciliation 
becomes the natural relief to his pent-up passion. 
Friends am I with you all and love you ail, 22o 
Upon t]ds /ope, tat you stall give me rcasons 
Why and wherein Coesar was dangerous. 
It is as he feels the sense of innate oratorical power and of 
the opportunity his enemies bave given to that power, that 
he exaggerates his temporary amity with the men he is 
about to crush: it is the executioner arranging his victim 
comfortably on the rack before he proceeds to apply the 
levers. Already the passion of the drama bas fallen under 
the guidance of Antony. The view of Coesar as an inno- 
cent victim is now allowed full play upon out sympathies 
when Antony, left alone with the-corpse, can drop the from 254. 
artificial mask and give vent to his love and vengeance. 
The success of the conspiracy had begun to decline as we 231-243. 
marked ]3rutus's ill-timed generosity to Antony in granting 
him the funeral oration ; it crumbles away through the cold iii. ii, from 
unnatural euphuism of Brutus's speech in its defence ; it is 13" 
hurried to its ruin when Antony at last exercises his spell iii. il, from 
upon the Roman people and upon the reader. The speech 78. 
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of Antony, with its mastery of every phase of feeling, is a 
perfect sonata upon the instrument of the human emotions. 
Its opening theme is sympathy with bereavement, against 
which are working as if in conflict anticipations of future 
themes, doubt and compunction. A distinct change of 
movement cornes with the first introduction of what is to be 
the final subject, the mention of the will. But when this new 
movement has worked up ri'oto curiosity to impatience, there 
is a diversion : the mention of the victory over the Nervii 
turns the emotions in the direction of historie pride, which 
harmonises well with the opposite emotions roused as the 
orator fingers hole after hole in Coesar's mantle made by the 
daggers of his false friends, and so leads up to a sudden 
shock when he uncovers the body itself and displays the 
popular idol and its bloody defacement. Then the finale 
begins : the forgotten theme of the will is again started, and 
from a burst of gratitude the passion quickens and inten- 
sifies to rage, to fury, to mutiny. The mob is won to the 
Reaction ; and the curtain that falls upon the third Act rises 
for a moment to display the populace tearing a man to 
pieces simply because he bears the same name as one of the 
conspirators. 
The final stage of the action works out the development 
of an inevitable fate. The emotional strain now ceases, 
and, as in the first stage, the passion is of the calmer order, 
the calmness in this case of Fit)" balanced by a sense of 
justice. From the opening of the fourth Act the decline in 
the justification of the conspirators is intimated by the logic 
of events. The first scene exhibits to us the triumvirate that 
now governs Rome, and shows that in this triumvirate 
Antony is supreme: with the man who is the embodiment 
of the Reaction thus appearing at the head of the world, 
the fall of the conspirators is seen to be inevitable. The 
decline of our sympathy with them continues in the following 
scenes. The Quarrel Scene shows how low the tone of 
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Cassius has fallen since he has dealt with assassination as a 
political weapon; and even Brutus's moderation has hard- 
ened into unpleasing harshness. There is at this point iv. iii. 148, 
plenty of relief to such unpleasing effects : there is the &e. 
iv. iii, from 
exhibition of the tender side of Brutus's character as shown 239. 
in his relations with his page, and the display of friendship iv. iii. 
maintained between Brutus and Cassius amid falling fortunes. 
But such incidents as these have a different effect upon us 
from that which they would have had at an earlier period; 
the justification of the conspirators has so far declined that 
now attractive touches in them serve only to increase the 
pathos of a fate which, however, our sympathy no longer 
seeks to resist. We get a supernatural foreshadoving of the 
end in the appearance to I3rutus of Coesar's Ghost, and the iv. iii. 275. 
omen Cassius sees of the eagles that had consorted his army v. i. 8o. 
to Philippi giving place to ravens, crows, and kites on the 
morning of battle: this lends the authority of the invisible 
world to our sense that the conspirators' cause is doomed. 
And judicial blindness overtakes them as Brutus's authority iv. iii. 196 
in council overweighs in point after point the shrewder-23o. 
advice of Cassius. Through the scenes of the fifth Act we 
sec the republican leaders fighting on without hope. The 
tast remnant of justification for their cause ceases as theJustifica- 

conspirators themseives seem to acknowledge their error and 
fate. Cassius as he feels his death-blow recognises the very 
weapon with which he had committed the crime : 
Cesar, thou art revenged, 
Even with the sword that kill'd thee. 
And at tast even the firm spirit of Brutus yields : 
0 Julius Coesar, thou art mighty yet! 
Thy spirit walks abroad, and turns out swords 
In our own proper entrails. 
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N ]uh'us Ccesar we have seen how, in the case of a very 
simple play, a few simple devices are sufficient to pro- 
duce a regular rise and fall in the passion. We now turn to 
a highly elaborate plot and trace how, notwithstanding the 
elaborateness, a similar concentration of the passion in the 
centre of the play can be secured. IG)zg Lear is one of the 
most çomplex of Shakespeare's tragedies ; its plot is ruade 
up of a number of separate actions, with their combinations 
accurately carried out, the whole impressing us with a sense 
of artistic involution similar to that of an elaborate musical 
fugue. Here, however, we are concerned only indirectly 
with the plot of the play : we need review it no further than 
may sufiïce to show what distinct interests enter into it, and 
enable us to observe how the separate trains of passion work 
toward a common climax at the centre. 
Starting from the notion of pattern as a fundamental idea 
we have seen how Plot presents trains of events in human 
life taking form and shape as a crime and its nemesis, an 
oracle and its fulfilment, the rise and fall of an individual, or 
even as simply a story. The particular form of action under- 
lying the main plot of t(ing Zear is different from any we 
have yet noticed. It may be described as a -ProMem Aclion. 
A mathematician in his problem assumes some unusual coin- 
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bination of forces to have corne about, and then proceeds to 
trace its consequences: so the Drama often deals with 
problems in history and lire, setting up, before the com- 
mencement of the play or early in the action, some peculiar 
arrangement of moral relations, and then throughout the 
rest of the action developing the consequences of these to the 
personages involved. Thus the opening scene of King .Lear 
is occupied in bringing before us a pregnant and suggestive 
state of affairs : imperiousness is represented as overthrowing 
conscience and setting up an unnatural distribution of power. 
A human problem has thus been enunciated which the re- 
mainder of the play has to work out to its natural solution. 
Imperiousness seems to be the terre appropriate to Lear's 
conduct in the first scene. This is no case of dotage dividing 
an inheritance according to public declarations of affec- 
tion. The division had already been ruade according to 
the best advice : in the case of two of the daughters ' equali- 
ries had been so weighed that curiosity in neither could 
make choice of either's moiety'; and if the portion of the 
youngest and best loved of the three was the richest, this 
is a partiality natural enough to absolute power. The 
opening scene of the play is simply the court ceremony in 
which the formal transfer is to be rnade. Lear is already 
handing to his daughters the carefully drawn maps which 
mark the boundaries o" the provinces, when he suddenly 
pauses, and, with the yearning of age and authority for tes- 
timonies of devotion, calls upon his daughters for declarations 
of affection, the easiest of returns for the substantial girls he 
is giving them, and which Goneril and Regan pour forth 
with glib eloquence. Then Lear turns to Cordelia, and, 
thinking delightedly of the special prize he bas marked out 
for the pet of his old age, asks her: 
What tan you say to draw 
A third more opulent than your sisters? 
But Cordelia has been revolted by the fulsome flattery of the 
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sisters whose hypocrisy she knows so well, and she bluntly 
refuses to be drawn into any declaration of affection at ail. 
Cordelia might well have found some other method of 
separating herself from her false sisters, without thus flouting 
her father before his whole court in a moment of tenderness 
to herself; or, if carried away by the indignation of the 
moment, a sign of submission would have won her a ready 
pardon. But Cordelia, sweet and strong as her character is 
in great things, has yet inherited a touch of her father's 
retaper, and the moment's sullenness is protracted into ob- 
stinacy. Cordelia then has committed an offence of manner ; 
Lear's passion vents itself in a sentence proper only to a 
moral crime : now the punishment of a minute offence with 
wholly disproportionate severity simply because it is an 
offence against personal will is an exact description of im- 
periousness. 
As Lear stands for imperiousness, so conscience is repre- 
sented by Kent, who, with the voice of authority derived 
from lifelong intimacy and service, interposes to check the 
King's passion in its headlong course. 
liCt. Royal Lear, 
Whom I have ever honour'd as my king, 
Loved as my father, as my master follow'd, 
As my great patron thought on in my prayers,-- 
Lear. The bow is bent and draxvn, make from the shaft. 
]iCt. Let it fall rather, though the fork invade 
The region of my heart: be Kent unmannefly 
When Lear is mad. XVhat wilt thou do, old man ? 
Think'st thou that duty shall have dread to speak, 
When power to flatter] bows ? To plainness honour's bound, 
XVhen majesty stoops to folly. Reverse thy doom . . . 
Lear. Kent, on thy life, no more. 
](cnt. My life I never held but as a pawn 
To wage against thy enemies, nor fear to lose it, 
Thy safety being the motive . . . 
Lear. O, vassal ! miscreant .) 
[Laying his hand on his sword. 
A lbany. 
} Dear sir, forbear. 
Cornwall. 
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Ct. Do : 
Kill thy physician, and the fee bestow 
Upon thy foui disease. Revoke thy doom; 
Or, whilst I can vent clamour from my throat, 
l'Il tell thee thou dost evil. 
In the banishment of this Kent, then, the resistance of Lear's 
conscience is overcome, and his imperious passion has full 
sxing in transferring Cordelia's kingdom to her treacherous 
sisters. 
The opening scene has put before us, not in words but 
figured in action, a problem in human affairs: the violation 
of moral equity has set up an unnatural arrangement of 
power--power taken from the good and lodged in the hands 
of the bad. Here is, so to speak, a piece of moral unstable 
equilibrium, and the rebound from it is to furnish the re- 
mainder of the action. The very structure of the plot 
corresponds vith the simple structure of a scientific pro- 
position. The latter consists of two unequal parts : a few 
lines are suflîcient to enunciate the problem, while a whole 
treatise may be required for its solution. So in IxS"ng Lear 
a single scene brings about the unnatural state of affairs, the 
consequences of which it takes the rest of the play to trace. 
The 'catastrophe,' or turning-point of the play at which the 
ultimate issues are decided, appears in the prescrit case, hot 
close to the end of the play, nor (as in fulius Ccesar) in the 
centre, but close to the commencement: at the end of the 
opening scene Lear's act of folly bas in reality determined 
the issue of the whole action; the scenes which follow are 
only working out a determined issue to its full realisation. 
We bave seen the problem itself, the overthrow of con- 
science by imperiousness and the transfer of power from the 
good to the bad : what is the solution of it as presented by 
the incidents of the play ? The consequences flowing from 
xvhat Lear bas done make up three distinct tragedies, which 
go on working side by side, and all of which are essential to 
the full solution of the problem. First, there is the nemesis 
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CHAP. X. 
( I ) Tragedy 
vf Lcar. 

(2) Tracdy 
vJ Cordelia 
and A'en& 

(3 racdy 
 _/" Goneril 
and cgan. 

Iot on 
saine basis 
as tlze main 
lot. 

compare 
i. i, fin. 

i. ii. î6, &c. 

upon Lear himself---the doubleretribution ofreceiving nothing 
but evil ri'oto those he has unrighteously rewarded, and 
nothing but good from ber whom, he bitterly feels, he has 
cruelly wronged. But the punishment of the wrong-doer is 
only one element in the consequences of wrong; the inno- 
cent also are involved, and we get a second tragedy in the 
sufferings of the faithful Kent and the loving Cordelia, who, 
through Kent as ber representative, watches over ber father's 
safety, until at the end she appears in person to follow up ber 
devotion to the death. When, however, the incidents naking 
up the sufferings of Lear, of Kent, and of Çordelia are takei 
out of" the main plot, there is still a considerable section left-- 
that which is occupied with the mutual intrigues of Goneril 
and Regan, intrigues ending in their common ruin. This 
constitutes a third tragedy which, it will be seen, is as neces- 
sary to the solution of out problem a.s the other two. To 
place power in the hands of the bad is an injury not only to 
others, but also to the bad themselves, as giving fuel to the 
tire of their wickedness: so in the tragedy of Goneril and 
Regan we see evil passions placed in improper authority 
using this authority to woçk out theiç own destruction. 
To this main plot is added an underplot equally elaborate. 
As in Z',e 2Icrcanl of emCe, the stories borrowed from two 
distinct sources are worked into a common design; and the 
interweaving in the case of the present play is perhaps 
Shakespeare's greatest triumph of constructive skill. The 
two stories are ruade to test upon the saine fundamental idea-- 
that of undutifulness to old age: what Lear's daughters 
actually do is that which is insinuated by ]Sdmund as his 
false charge against his brother. 
:I have heard him oft maintain it to be fit, that, sons at perfect age, 
and fathers declining, the father should be as ward to the son, and the 
son manage his revenue. 
So obvious is this fundamental connection between the main 
and the underplot, that our attention is called to it by a 
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personage in the play itself: ' he childed as I father'd,' is CHAP. Xo 
F.dgar's pithy summary of it when he is brought into contact iii. ri. i i 
with Lear. But in this double traged),, drawn rioto the Tke 
two familles of Lear and of Gloucester, the chier bond atd 
lotarallel 
between its tvo sides consists in the sharp contrast which and con- 
extends to every detail of the two stories. In the main plot lrasled 
t h ro«£ h- 
we have a daughter, who has received nothing but harm rioto 
her father, who has unjustly had her position torn fa-oto her 
and given to undeserving sisters : nevertheless she sacrifices 
herself to save the father who did the injury from the sisters 
who profited by it. In the underplot ve bave a son, who has 
received nothing but good from his father, who has, contrary 
to justice, been advanced by him to the position of an elder 
brother whom he has slandered: nevertheless, he is seeking 
the destruction of the father who did him the unjust kindness, 
when he fatls by the hand of the brother who was wronged 
by it. Thus as the main and underplot go on w0rking side 
by side, they are at every turn by their antithesis throwing up 
one another's effect; the contrast is like the reversing of the 
original subject in a musical fugue. Again, as the main The utder- 
luti n lot an 
plot consisted in the initiation of a problem and its so o , Intrig«e 
so the underplot consists in the development of an intrigue Action : 
and its consequences. The tragedy of the Gloucester family 
will, if stated from the point of view of the father, correspond 
in its parts with the tragedy in the family of Lear. 
It must be remembered, hovever, that the position of the 
father is different in the two cases ; Gloucester is hot, as Lear, 
the agent of the crime, but only a deceived instrument in the 
hands of the villain Edmund, who is the real agent; if the 
proper allowance be ruade for this difference, it will be seen 
that the three tragedies which make up the consequences of inoling 
a triîlc 
Lear's error have their analogies in the three tragedies which traedj, 
flow from the intrigue of F.dmund. First, we have thearalld 
nemesis on Gloucester, and this, in analogy with the nemesis ofthe 
on Lear, consists in receiving nothing but evil from the son 



o8 'IN LEAR. 

he has so hastily advanced, and nothing but good from the 
other son whom, he cornes graduaIIy to feel, he has unin- 
tentionally wronged. In the next place we have the surfer- 
ings of the innocent Edgar. Then, as we belote saw a third 
tragedy in the way in which the power conferred upon 
Goneril and Regan is usel to work out their destruction, so 
in the underplot we find that the position which Edmund has 
gained involves him in intrigues, which by the development of 
the play are ruade to result in a nemesis upon his original 
intrigue. And it is a nemesis of e,zquisite exactness : for he 
meets his death in the 'ery moment of his success, at the 
hands of the brother he has maligned and robbed, while 
the father he has deceived and sought to destroy is the 
means by which the avenger has been broùght to the scene. 
We have gone far enough into the construction of the plot 
to perceive its complexity and the principal elements into 
which that complexity can be analysed. Two separate systems, 
each consisting of an initial action and three resulting 
tragedies, eight actions in ail, are woven together by common 
personages and incidents, by parallelism of spirit, and by 
movement to a common climax; not to speak of lesser 
Link Actions which assist in drawing the different stories 
closer together. As with plot generally, these separate ele- 
ments are fuIly manifest only to the eye of analysis; in 
following the course of the drama itself, they make them- 
selves felt only in a continued sense of involufion and har- 
monious symmetry. It is with passion, not with plot, that 
the present study is concerned; and the train of passion 
which the comrnon movement of these various actions calls 
out in the sylnpathy of the reader is as simple as the plot 
itself is intricate. In the case both of the main plot and 
the underplot the emotional effect rises in intensity ; more- 
over at this central height of intensity the two merge in a 
common Climax. The construction of the play resembles, if 
such a comparison may be aIIowed, the patent gas-apparatus, 
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which secures a high illuminating power by the simple 
device of several ordinary burners inclined to one another at 
such an angle that the apexes of their flames meet in a point. 
So the present play contains a Centrepiece of some three 
scenes, marked off (at least at the commencement) decisively, 
in which the main and underplot unite in a common Climax, 
with special devices to increase its effect ; the diverse interests 
to which our sympathy was called out at the commencement, 

CHAe. X. 

from ii. iv. 
9o to iii. 
ri. with the 
interrup- 
.t ! .o n . .o .f iii. 
111» 111. V. 
The differ- 

and which analysis can keep distinct to the end, arefocussed, cnttraDts 
,., of passion 
so far as passion is coneerned, in this Centrepiece, in wmcn focussed in 
human emotion is carried to the highest pitch of tragic a central 
agitation that the world of art has j'et exhibited. Climax. 
The emotional effect of the main plot rises to a climax in Thepas- 
sions of the 
the madness of Lear. This, as the highest form of human mainlol 
agitation, is obviously a climax to the story of Lear himself, ffather fo a 
It is equally a climax to the story of Kent and Cordelia, who Cli»uzx fit 
surfer solely through their devoted watching over Lear, and the»ulncss 
tO whom the bitterest point in their sufferings is that they feel of Lcar. 
over again all that their fallen master has to endure. Finally, 
in the madness of Lear the third of the three tragedies, the 
Goneril and Regan action, appem's throughout in the back- 
ground as the cause of ail that is happening. If we keep out 
eye upon this madness of Lem- the movement of the play 
assumes the form we bave so often had to notice--the 
regular arch. The first hall of the m'ch, or rise in emotional 
strain, we get in symptoms of mental disturbance preparing 
us for actual madness which is to come. It is important to 
note the difference between passion mad madness: passion is 
a disease of the mind, madness is a disease extending to the 
mysterious linking of mind aaad body. At the commence- 
ment Lear is dominated by the passion of imperiousness, an 
imperiousness born of his absolute power as king and father; 
he has never learned from discipline restraint of his passion, 
but has been accustomed to fling himself upon obstacles and 
sec them give way before him. Now the tragical situation is 
P 
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prepared for him of meeting with obstacles which will not 
give way, but from which his passion rebounds upon himself 
with a physical shock. As thus opposition follows opposition, 
we see w«z,es of physical, that is of hysterical, passion, sweep- 
ing over Lear, until, as it were, a tenth wave lands him in the 
full disease of madness. 
The first case occurs in his interview with Goneril after that 
which is the first check he bas received in his new lire, the 
insolence shown to his retinue. Goneril enters his presence 
with a frown. The wont had been that Lear frowned and all 
cowered before him: and now he waits for his daugh¢er to 
remember herself with a rising passion ill concealed under 
the forced calmness with which he enquires, 'Are you out 
daughter ?' ' Doth any here know me ?' ]Sut Goneril, on 
the contrary, calmly assumes the position of reprover, and 
details ber unfounded charges of insolence against ber father's 
sober followers, until at last he hears himself desired 
By her, that else will take the thing she begs, 
to disquantity his train. Then Lear breaks out : 
Darkness and devils! 
Saddle my horses; call my train together. 
Degenerate bastard ! I'll not trouble thee: 
Yet have I left a daughter. 
In a moment the thought of Cordelia's ' most sma|l fau|t' and 
how it had been visited upon her occurs to condense into a 
single pang the whole sense of his folly; and here itis that 
the first of these waves of physical passion cornes over Lear, 
its physical character marked by the physical action which 
accompanies it : 
0 Lear, Lear, Lear! 
Beat at this gate, that let thy folly in, [Slriking his head. 
And thy dear judgement out. 
It lasts but for a moment: but it is a wave, and it will 
return. Accordingly in the next scene we see Lear on his 
journey from one daughter to the other. He is brooding 
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over the scene he is leaving behind, and he cannot disguise a 
shade of anxiety, in his awakened judgment, that sorne such 
scene may be reserved for hirn in the goal to which he is 
journeying. He is half listening, rnoreover, to the Fool, who 
harps on the same thought, that the King is suffering what he 
might have expected, that the other daughter will be like the 
first :--until there cornes another of these sudden outbursts of 
passion, in which Lear for a moment half foresees the end to 
which he is being carried. 
O, let me not be mad, not mad, sweet heavenl i.v. 49. 
Keep me in temper: I vould hot be mad! 
Irnperiousness is especially attached to outward signs of 
reverence : it is reserved for Lear when he arrives at Regan's ii. iv. 4- 
palace to find the rnessenger he has sent on to announce hirn 
suffering the indignity of the stocks. At first he vill not be- 
lieve that this has been done by order of his daughter and son. 
lt2"nt. It is both he and she; 
Your son and daughter. 
Lear. No. I 3. 
Zênt. Ver. 
Lear. No, I say. 
lent. I say, yea. 
Lear. No, no, they would hot. 
C¤. Yes, they have. 
Lear. By Jupiter, I swear, no. 
Aênt. By Juno, I swear, ay. 
Lear. They durst not do't ; 
They could not, would not do't; 'tis worse than murder, 
To do upon respect such q_olent outrage. 
But he has to listen to a circumstantial account of the insult, 
and, further, reminded by the Fool that 
Fathers that wear rags 
Do make their children blind, 
he cornes at last to realise it all,--and then there sweeps over 
hirn a third and rnore violent wave of hysterical agitation. 
O, hov this mother svells up toward my heart ! 56 
Hysterica passio, down, thou climbing sorrow, 
Thy element's below! 
P2 

CHAP. X. 
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ChAr. X. He has mastered the passion by a strong effort : but it is a 
ii. iv. 8 9. wave, and it will return. He has mastered himself in order 
to confront the culprits face to face: lais altered position is 
brought home to him when they refuse to receive him. And 
the refusal is ruade the worse by the well-meant attempt of 
Gloucester to palliate it, in which he unfortunately speaks of 
the ' fiery quality' of the duke. 
Zear. Vengeance ! plague ! death I confusion ! 
Fiery ? what quality ? 
Nothing is harder than to endure what one is in the habit of 
inflicting on others ; it was Lear's own 'fiery quality' by 
which he had been accustomed to scorch ail opposition out 
of his way ; now he has to hear another man's ' fiery quality' 
quoted to him. But this outburst is only momentary; the 
very extremity of the case seems to calm Lear, and he begins 
himself to frame excuses for the duke, how sickness and 
infirmity neglect the ' office" to which health is bound--until 
his eye lights again upon his messenger sitting in the stocks, 
and the recollection of this deliberate affront brings back 
again the wave of passion. 
I22. O me, my heart, my rising heart ! but, clown! 
Lear had a Stlange confidence in his daughter Regan. As 
we sec the two women in the play, Regan appears the mdre 
cold-blooded; nothing in Goneril is more cruel than 
Regan's 
zo4. I pray you, father, being veak, seem so; 
or her meeting Leat"s ' I gave you all' with the rejoinder, 
-53. And in good time you gave it. 
But there was something in Regan's personal appearance 
that belied her real character ; her father says to ber in this 
scene : 
 73. Her eyes are tierce, but thine 
I)o comfort and hot burn. 
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Judas betrayed with a kiss, and Regan persecutes her father ChAi,. x. 
in tears. But Regan has scarcely entered ber father's presence 
when the trumpet announces the arrival of Goneri|, and Lear I85. 
has to see the Regan in whom he is trusting take Goneril's i97. 
hand before his eyes in token that she is making common 
cause with her. When following this the words ' indiscretion,' 
' dotage,' reach his ear there is a momentary swelling of the 
physical passion within : 
0 sides, you are too tongh; 2oo. 
Will you yet hold ? 
He has mastered it for the last time: for now his whole 
world seems to be closing in around him ; he has committed 
his all to the two daughters standing before him, and they from 233. 
unite to beat him down, from fifty knights to tventy-five, 
from tventy-five to ten, to rive, until the soft-eyed Regan 
asks, ' What need one ?' A sense of crushing oppression 
stifles his anger, and Lear begins to answer with the saine 
calmness with which the question had been asked : 
O, reason not the need: our basest beggars 
Are in the poorest thing superfluons: 
Allow not nature more than nature needs, 
lan's life's as cheap as beast's: thou art a lady; 
If only to go warm were gorgeous, 
Why, nature needs not what thou gorgeous wear'st, 
Which scarcely keeps thee warm. But, for true need,-- 
He breaks off at finding himself actually pleading : and the 
blinding tears corne as he recognises that the kingly passion 
in which he had found support at every cross bas now 
deserted him in his extrenfity. He appeals to heaven against 
the injustice. 
You heavens, give me that patience» patience I need! 
You see me here, you gods, a poor old man, 
As full of grief as age; wretched in both! 
If it be you that stir these daughters' hearts 
Against their father, fool me not so much 
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To bear it tamely; toueh me with noble anger, 
And let hot women's weapons, water-drops, 
Stain my man's eheeks! 
The prayer is answered; the passion returns in full flood, 
and at last brings Lear face to face with the madness which 
has threatened from a distance. 
No, you unnatural hags, 
I will have such revenges on you both, 
That all the world shall--I will do such things,-- 
XVhat they are, yet I know not; but they shall be 
The terrors of the earth. rou think I'II weep; 
No, I'II not weep: 
I have full cause of weeping ; but this heart 
Shall break into a hundred thousand flaws, 
Or ere l'll weep. O fool I SHALL gO mad! 
AS Lear with these words rushes out into the night, we 
hear the first sound of the storm--the storm which here, as 
in ]uh'us Coesar, will bê rêcognisêd as thê dramatic back- 
ground to the tempest of human emotions; it is the signal 
that we bave now entered upon the mysterious Centrepiece 
of the play, in which the gathering passions of the whole 
drama are to be allowed to vent themselves without check or 
bound. And it is no ordinary storm: it is a night of bleak 
winds sorely ruffling, of cataracts and hurricanoes, of curlêd 
waters swelling above the main, of thought-executing rires 
and oak-cleaving thunderbolts ; a night 
wherein the cub-drawn bear would couch, 
The llon and the belly-pinched wolf 
Keep their fur dry. 
And ail of it is needed to harmonise with the whidwind of 
human passions which finds relief only in outscorning its fury. 
The pu_rpose of the storm is hot confined to this of marking 
the emotional climax : it is one of the agencies which assist 
in carrying it to its height. Experts in mental disease have 
noted amongst the causes which convert mere mental excite- 
ment into actual madness two leading ones, external physical 
shocks and imitation. Shakespeare has ruade use of both in 
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the central scenes of this play. For the first, Lear is exposed CHAP. X. 
without shelter to the pelting of the pitiless storm, and he iii. i. 
waxes wilder xvith its wildness. Again when ail this is at its iii. il, &c. 
height he is suddenly brought into contact with a half-naked iii.iv, from 
Tom o'Bedlam. This gives the final shock. So far he had 39- 
not gone beyond ungovernable rage; he had not lost self- 
consciousness, and could say, 'My wits begin to turn'; 
but the sight of Edgar completely unhinges his mind, and iii. iv. 66. 
hallucinations set in; a moment aRer he has seen him the 
spirit of imitation begins to work, and Lear commences to 
strip off his clothes. Thus perfect is the regular arch of 
effect which is connected with Lear's madness. We have its 
gradual fise in the waves of hysterical passion xx'hich ebbed 
after they had flowed, until, at the point separating the 
Centrepiece from the rest of the play, Lear's ' O fool I «hall 
go mad' seems to mark a change from which he never goes 
back. Through these central scenes exposure to the storm is 
t:anning his passion more and more irretrievably into mad- 
ness ; at the exact centre of ail, imitation of Edgar comes to iii. iii .9- 
make the insanity acute. After the Centrepiece Lear dis-Dcclin« 
appears for a tilne, and when we next see him agitation has aft«r lb; 
Ccnl'iecc 
declined into what is more pathetic: the acute mania hasfrom vio- 
given place to the pitiful spectacle of a shattered intellect" [c,u mad- 
 lc'ss [0 
there is no longer sharp suffering, but the whole mind is shattcrcd 
wrecked, gleams of coherence coming at intervals to mark intellect. 
what a fall there bas been; the strain upon ou*" emotions iv. ri. . 
compare 
sinks into the calm of hopelessness, iv. ,i. 
He hates him much v. iii. 314. 
That would upon the rack of this tough world 
Stretch him out longer. 
But who is this madman with whom Lear meets at the Theas- 
turning-point of the play ? It is Edgar, the victim of trie'" sionsoftkCund«rtlot 
underplot, whose life has been sought by his brother and gatkcr fo a 
father until he can find no vay of saving himself but the 
Climax 
disguise of feigned madness. This feigned madness of tkemadness 
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Edgar, as it appears in the central scenes, serves as emotional 
c]imax to thc underp]ot, just as the rnadness of Lear is the 
ernotional clilnax of the main plot. Edgar's rnadness is 
obviously the climax to the tragedy of his own sufferings, 
but it is also a central point to the rnovement of the other 
two tragedies which with that of ]dgar rnake up the under- 
plot. One of these is the nemesis upon Gloucester, and this, 
we have seen, is double, that he receives good frorn the son 
he has wronged and evil from the son he has favoured. The 
turning-point of such a nernesis is reached in the Hovel 
Scene, where Gloucester says : 
I'll tell thee, friend, 
I ara almost mad myself: I had a son, 
Now outlaw'd from my blood ; he sought my life, 
]3ut lately, very late: I loved him, friend: 
No father his son dearer: truth to tell thee, 
This grief hath crazed my wits I 
He says this in the presence of the very Edgar, disguised 
under the forrn of the vretched idiot he hard]y rnarks. 
Edgar now learns how his father has been deceived ; in his 
heart he is re-united to him, and from this point of re-union 
springs the devotion he lavishes upon his father in the 
affliction that presently fal]s upon hirn. On the other hand, 
that which brings Gloucester to this Hovel Scene, the attempt 
to save the King, is betrayed by Edmund, who becomes 
thereby the cause of the vengeance which puts out his 
father's eyes. Thus frorn this meeting of the rnad Edgar 
with the rnad Lear there springs at once the final stroke in 
the misery Gloucester suffers from the son he has favoured, 
and the beginning of the forgiving love he is to experience 
from the son he has wronged : that meeting then is certainly 
the central c]irnax to the double nernesis which makes up the 
Gloucester action. The remaining tragedy of the underplot 
ernbraces the series of incidents by the cornbinafion of 
which the success of Edrnund's intrigue becomes gradua]ly 
converted into the nernesis which punishes it. Now the 
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squalid vretchedness of a Bedlamite, together with the cm. x. 
painful strain of supporting the assumed character amidst 
the conflicting emotions which the unexpected meeting of 
the Hovel Scene bas aroused, represent the highest point to 
which the misery resulting from the intrigue can fise. At 
the saine rime the use Edgar makes of this madness after 
hearing Gloucester's confession is to fasten himself in attend- iv. i, le. 
ance upon his afflicted father, and proves in the sequel the 
means by which he is brought to be the instrument of the 
vengeance that overtakes Edmund. The central climax of 
a tragedy like this of intrigue and nemesis cannot be more 
clearly marked than in the incident in which are combined 
the summit of the inju D" and the foundation of the retribu- 
tion. Thus ail three tragedies which together malte up 
the resultant of the intrigue constituting the underplot reach 
their climax of agitation in the scene in which Lear and 
Edgar meet. 
It appears, then, that the Centrepiece of the play is occupied TheCentr«- 
with the contact of two madnesses, the madness of Lear and piece a 
the madness of Edgar; that of Lear gathering up into a  te - 
dition of 
climax trains of passion from ail the three tragedies of the the FooL 
main plot, and that of Edgar holding a similar position to the a trio of 
tee tragedies of the underplot. Further, these madnesses madn¢ss- 
do hOt merely go on side by side; as they meet they 
mutually affect one another, and throw up each other's 
intensi W. By the mere sight of the Bedlite, Lear, already 
tottering upon the verge of insanity, is driven really and 
incurably mad ; while in the ce of Edgar, the meeting with 
Lear, and through Lear with Gloucester, converts the burden 
of feigning idiocy from a cruel stroke of unjust rate into a 
hardship voluntarily undergone for the sake of ministering to 
a father now forgiven and pitied. And so far as the general 
effect of the play is concerned this central Climax presents a 
terrible dud OE madness, the wild ravings and mutual inter- 
workings of two distinct strains of insanity, each answering 
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and outbidding the other. The distinctness is the greater as 
the two are different in kind. In Lear we have the Inadness 
of passion, exaggeration of ordinary einotions; Edgar's is 
the Inadness of idiocy, as idiocy was in early ages when the 
cruel neglect of society added physical hardship to Inental 
affliction. In Edgar's frenzy we trace rapid irrelevance 
with gleams of unexpected relevance, just suflïicient to partly 
answer a question and go off again into wandering ; a sense 
of ill-treatment and of being an outcast; remorse and 
thoughts as to close connection of sin and retribution; visions 
of fiends as in bodily presence; cold, hunger : these alter- 
nating with Inere gibberih, and ail perhaps within the 
coinpass of a few lines. 
XVho gives anything to poor Tom ? whom the foul fiend hath led 
through tire and through flame, and through ford and whirlipool, o'er 
bog and quagmire ; that hath laid knives under his pillow, and halters 
in his pew ; set ratsbane by his porridge ; ruade him proud of heart, to 
ride on a bay trotting-horse over four-inched bridges, to course his own 
shadow for a traitor. 131ess thy rive wits ! Tom's a-cold,--O, do de, 
do de, do de. 131ess thee from whirlwinds, star-blasting, and taking! 
I)o poor Tom some charity, whom the foul fiend vexes: there could 
I hax-e him now,--and there,--and there again, and there. 
]3ut this is not all. When exainined Inore closely this 
Centrepiece exhibits not a duet but a Irio of madncss; with 
the other two there Iningles a third forin of what Inay be 
called Inadness, the professional Inadness of the court fool. 
This court fool or jester is an institution of considerable 
interest. It seeins to rest upon three Inedioeval and ancient 
notions. The first is the barbarisin of enjoying personal 
defects, illustrated in the large number of Roman naines 
derived from bodily infirinities, Varus the bandy-legged, ]3al- 
bus the stainmerer, and the like; this led our ancestors to 
find fun in the incoherence of natural idiocy, and finally 
Inade the iinitation of it a profession. A second notion 
underlying the institution of a jester is the connection to the 
ancient mind between Inadness and inspiration; the saine 
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Greek word enlheos stands for both, and to this day the idiot CHAP. X. 
of a Scotch village is believed in some way to see further 
than sane folk. A third idea to be kept in mind is the me- 
dioeval conception of wit. With us wit is weighed by its 
intrinsic worth; the old idea, appearing repeatedly in Shake- 
speare's scenes, was that wit was a mental gaine, a sort of 
battledore and shutflecock, in which the jokes themselves 
might be indifferent since the point of the gaine lay in keep- 
ing it up as smartly and as long as possible. The fool, 
whose title and motley dress suggested the absence of 
ordinary sense or propriety, combines iu his office ail three 
notions : from the last he was bound to keep up the tire of 
badinage, even though it were with witless nonsense; from 
the second he was expected at times to give utterance to 
deep truths; and in virtue of the first he had license to make 
hard laits under protection of the 'folly' which ail were 
supposed to enjoy. 
He that hath a fool doth very wisely hit, 
Doth very foolishly, although he smart, 
Not to seem senseless of th¢ bob. 
The institution, if it has died out as a personal office attached The insti- 
tution« 
to kings or nobles, has perhaps been preserved by the nation adapted lo 
as a whole in a form analogous to other modern institutions: modertt 
e tintes in 
the all-embracing newspaper has absorbed this element oi Punch. 
life, and Mr. Punch is the national jester. His figure and face 
are an improvement on the old motley habit; his fixed hum- 
ber of pages have to be filled, if hot always with wit, )'et with 
passable padding: no one dare other than enjoy the compli- 
ment of his notice, under penalty of showing that ' the cap 
has fitted ' ; and certainly Mr. Punch finds ways of conveying 
to statesmen criticisms to which the proprieties of parliament 
would be impervious. The institution of the court fool is 
eagerly utilised by Shakespeare, and is the source of some of 
his finest effects : he treats it as a sort of chronic Comedy, the 
function of which may be described as that of translat- 
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220 KING LEAR. 
ing deep truths of human nature into the language of 
laughter. 
In applying, then, this general view of the court fool to the 
present case we must avoid two opposite errors. We must 
hot pass over ail his utterances as unmeaning folly, nor, on 
the other hand, must we insist upon seeing a meaning in 
everything that he says: what truth he speaks must be ex- 
pected to make its appearance amidst a cloud of nonsense. 
Making this proviso we may lay down that the function of 
the Fool in Kinff Lear is to keep vividly before the minds of 
the audience (as well as of his master) the idea at the root of 
the main plot--that unstable moral equilibrium, that un- 
natural distribution of power which Lear has set up, and of 
which the whole tragedy is the rebound. In the first scene 
in which he appears before us he is, amid all his nonsense, 
harping upon the idea that Lear has "committed the folly of 
trusting to the gratitude of the ungrateful, and is reaping the 
inevitable consequences. As he enters he hands his cox- 
comb, the symbol of folly, to the King, and to Kent for taking 
the King's part. His first jingling song, 
Have more than thou showest, 
Speak less than thou knowest, 
Lend less than thotl owest, &c., 
is an expansion of the maxim, Trust nobody. And however 
irrelevant he becomes, he can in a moment get back to this 
foot idea. They tell him his song is nothing: 
Fool. Then "tis like the breath of an unfee'd lawyer ; yon gave me 
nothing for 't. Can yotl make no use of nothing, nuncle ? 
Lear. Why, no, boy; nothing can be marie out of nothing. 
Fool [to 2Ct]. Prithee, tell him, so much the rent of his land cornes 
to : he will hot believe a fool. 
'Nothing will corne of nothing' had been the words Lear 
had used to Cordelia; now he is bidden to see how they 
have become the exact description of his own fortune. No 
wonder Lear exclaims, ' A bitter fool !' 
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ri'voL I)ost thou knoxv the difference, my boy, btween a bitter fool CHAP. Xo 
and a sweet one ? 
Lear. No, lad; teach me. 
Z;ool. That lord that counsell'd thee 
To give away thy land, 
Corne place him here by me, 
I)o thou for him stand: 
The sweet and bitter fool 
Will presently appear; 
The one in motley here. 
The other found out there. 
Lear. I)ost thou call me fool, boy ? 
Fool. All thy other titles thou hast given away; that thou wast 
bore with. 
Again and again he turns to other topics and cornes suddenly 
back to the main thought. 
Fool. Prithee, mmcle, keep a schoolmaster that can teach thy fool i. iv. 195. 
tolie : I would fain learn to lie. 
Lear. An you lie, sirrah, we'll have you whipped. 
Fool. I marvel what kin. thou and thy daughters are : they'll have 
me whipped for speaking true, thou'lt bave me whipped for lying; 
and sometimes I am whipped for holding my peace. I had rather be 
any kind o' thing than a fool: and yet I would hOt be thee, nuncle; 
thou hast pared thy wit o' both sides, and left nothing i' the middle : 
here cornes one o' the parings. 
It is Goneril who enters, and who proceeds to state her case i. iv. 2o7. 
in the tone of injury, detailing how the order of her house- 
hold state has been outraged, but ignoring the source from 
which she has received the power to keep up state at all: 
what she has omitted the Fool supplies in parable, as if con- 
tinuing her sentence-- 
For, you trow, nuncle, 
The hedge-sparrow fed the cuckoo so long, 
That it's had it head bit off by it young, 
and then instantly involves himself in a cloud of irrele- 
rance, 
So, out went the candle, and we were left darkling. 
In the scene which follows, the Fool is performing a variation i. v. 
on the saine theme: the sudden removal from one sister 
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CHAr. X. to the other is no real escape from the original 
situation. 
1. V. 8. 

foolish 

Fool. If a man's brains were in's heels, were 't not in danger of 
kibes .9 
Lear. Ay, boy, 
fi'ool. Then, I prithee, be merry ; thy wit shall ne'er go slip-shod. 
To say that Lear is in no danger of suffering from brains in 
his heels is another way of saying that his flight is folly. He 
goes on to insist that the other daughter wi]l treat her father 
' kind]y,' that ' she's as like this as a crab's ]ike an apple.' 
His laying down that the reason why the nose is in the 
middle of the face is to keep the eyes on either side of the 
nose, and that the reason wh)r the seven stars are no more 
than seven is 'a pretty reason--because they are not eight,' 
suggests (if it be not pressing it too far) that we must not 
look for depth where there is only shallowness--the mistake 
Lear has ruade in trusting to the gratitude of his daughters. 
And the general thought of Lear's original folly he brings 
out, true to the fool's office, from the most unlikely be- 
ginnings. 
Fool. Canst tell how an oyster makes his shell.9 
Zear. No. 
' Nor I neither,' answers the Foo}, with a clown's impudence ; 
' but,' he adds, ' I tan tell why a snail has a house.' 
Lear. Why.9 
FooL Why, to put his head in ; not to give it away to his daughter. 
All through the scene in front of the stocks the Fool is harp- 
ing on the folly of expecting gratitude ri'oto such as Goneril 
and Regan. It is fathers who bear bags that see their children 
kind; the wise man lets go his hold on a great wheel running 
down hill, but lets himself be drawn after by the great wheel 
that goes up the hill ; he himself, the Fool hints, is a fool for 
staying with Lear ; to cry out at Goneril and Regan's be- 
haviour is as unreasonable as for the cook to be impatient 
with the eels for wriggling; to have trusted the two 
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daughters with power at ail was like the folly of the man that, CHAP. . 
' in pure kindness to his horse, buttered his hay.' 
The one idea, then, stationary amidst all the Fool's gyrations 
of folly is the idea of Lear's original sin of passion, from the 
consequences of which he "can never escape ; only the idea is I, ut in an 
put, not l'ationally, but translated into an emotional form °mti°a al 
which lnakes it fit to mingle with the agitation of the centl-al-adaptcdto 
the agita- 
scenes. Tbe emotional form consists partly in the irrelevance tion of tire 
amid which the idea is brought out, producing continual Centre- 
shocks of surprise. But more than this an emotional form is piece. 
given to the utterances of the Fool by his very position with 
reference to Lear. There is a pathos that mingles,with his iii. i. 16; 
humour, where the Fool, a tender and delicate youth, is found m. n. 1o, 
5, 68 ; iii. 
the only attendant who ctings to Lear amid the rigour of the iv. 80, .o. 
storm, labouring with visibly decreasing vigour to out-jest 
his naastel"S heart-struck injuries, and to keep up holiday 
abandon anfidst surrounding reatities. Throughout he is i. iv. o; 
Lear's best friend, and epithets of endearment are continually iii. il. 68, 
7 2, &c. 
passing between them: he has been Cordelia's fi'iend (as 
Touchstone was the fi'iend of Rosalind), and pined fol" Cor- i. iv. V9- 
delia after her banishment. Nevertheless he is the only one 
who tan deliver hard thrusts at Lear, and bring home to him, 
under protection of his double relation to wisdom and folly, 
Lear's original error and sin. So faithful and so severe, the 
Fool becomes an outward conscience to his toaster : he keeps 
before Lear the unnatural act from which the whole tragedy 
springs, but he converts the thought of it into the emotion of 
self-reproach. 
Our total result then is this. The intricate drama of fiïng S, mmm,. 
Iear has a general movement which centres the passion of 
the play in a single Climax. Throughout a Centrepiece of a 
few scenes, against a background of storm and tempest is 
thrown up a tempest of human passiona madness trio, or 
mutual play of three sorts of madness, the real madness of 
passion in Lear, the feigned madness of idiocy in Edgar, and 
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the professional madness of the court fool. When the 
elements of this madness trio are analysed, the first is round 
to gather up into itself the passion of the three tragedies 
which form the main plot ; the second is a similar climax to 
the passion of the three tragedies which make up the under- 
plot; the third is an expression, in the form of passion, of the 
original problem out of which the whole action bas sprung. 
Thus intricacy of plot bas been found not inconsistent with 
simplicity of movement, and from the various parts of the 
drama the complex trains of passion bave been brought to a 
focus in the centre. 
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ToPics OF DRAMATIC CRITICISM. 

N the Introduction to this book I pleaded that a regular CIIAP. XI. 
inductive science of literary criticism was a possibility. Pur:ose: 
In the preceding ten chapters I have endeavoured to exhibit to survey 
f 19ramatic 
such a regular method at work on the dramatic analysis o Criticim 
leading points in Shakespeare's plays. The design of the as an in- 
dztctive 
whole work will hot be complete without an attempt to scic,,,-c. 
present our results in complete form, in fact to map out a 
Science of Dramatic Art. I hope this may hot seem too pre- 
tentions an undertaking in the case of a science yet in its 
infancy ; while it may be useful at all events to the young 
student to bave suggested to him a methodical treatment with 
which he may exercise himself on the literature he studies. 
lXIoreover the reproach against literary criticism is, hot that 
there has not been plenty of inductive work donc in this de- 
partment, but that the assertion of its inductive character has 
been lacking; and I believe a critic does good service by 
throwing his results into a formal shape, however imperfectly 
he may be able to accomplish his task. It will be understood 
that the survey of Dramatic Science is here attempted only 
in the merest outline: it is a glimpse, hot a view, of a new 
science that is proposed. Not even a survey woull be pos- 
sible within the limits of a few short chapters except by con- 
fining the matter introduced to that previously laid before the 
reader in a different form. The leading features of Dramatic 
Art have already been explained in the application of them 
to particular plays: they are now included in a single view, 
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so arranged that their mutual connection may be seen to be 
building up this singleness of view. Such a survey, like a 
microscopic lens of low power, must sacrifice detail to secure 
a wider fiel& Its compensating gain will consist in what it 
tan contribute to the orderly product of methodised enquiry 
which is the essence of science, and the interest in which 
becomes associated with the interest of curiosity when the 
method has been applied in a region not usually acknowledg- 
ing its l'eign. 
The starting-point in the exposition of any science is 
naturally its definition. But this first step is sufficient to 
(livide inductive criticism from the treatment of literature 
mostly in vogue. I have already protested against the criti- 
cism which starts with the assumption-of some 'object' or 
' fundamental purpose' in the Drama from which to deduce 
binding canons. Such an all-embracing definition, if it is 
possible at all, will corne as the final, not the first, step of 
investigation. Inductive criticism, on the contrary, will seek 
its point of departure from outside. On the one hand it will 
consider the relation of the matter which it proposes to treat 
to other matter which is the subject of scientific enquiry; on 
the other hand it will fix the nature of the treatment it 
proposes to apply by a reference to scientific rnethod in 
general. That is to say, its definition will be based upon 
differentiation of matter and development in method. 
To begin with the latter. There are three well-marked 
stages in the development of sciences. The first consists in 
the mere observation of the subject-matter. The second is 
disting.uished by arrangement of observations, by analysis and 
classification. The third stage reaches systematisation--the 
wider arrangement which satisfies out sense of explanation, 
that curiosity as to causes which is the instinct specially 
developed by scientific enquiry. Astronomy remained for 
long ages in the first stage, while it was occupied with the 
observation of the heavenly bodies and the naming of the 
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constellations. It would pass into the second stage vith 
division of labour and the study of solar, lunar, planetary, and 
cometary phenomena separately. But by such discoveries as 
that of the laws of motion, or of gravitation, the great rnass 
of astronornical knowledge was bound together in a system 
which at the saine time satisfied the sense of causation, and 
astronorny was fully developed as an inductive science. Or 
fo take a more rnodern instance: comparative philology has 
attained cornpleteness in out own day. Philology was in its 
first stage at the Renaissance, when 'learning' rneant the 
mere accumulation of detailed knowledge connected with the 
Classical languages; Grirnm's Law rnay illustrate the second 
stage, a classification comprehensive but purcly empiric ; the 
principle of phonetic decay with its allied recuperative pro- 
cesses has struck a unity through the laws of philology which 
.-tamps it as a full-grown science. Applying this to out 
present subject, I do not pretend that Literary Criticism has 
reached the th;.rd of these three stages: but rnaterials are 
ready for giving it a secure place in the second stage. In 
tirne, no doubt, literay science must be able to explain the 
modus operandi of literary production, and show how different 
classes of writing corne to produce their different eflbcts. 
But at present such explanation belongs rnostly to the region 
of speculation; and before the science of criticisrn is ripe 
for this final stage much work has to be done in the way of 
methodising observation as to literary rnatter and forrn. 
I)ramatic Criticism, then, is still in the stage of provisional 
arrangement. Its exact position is expressed by the technical 
terrn ' topical.' Where accumulation of observations is great 
enough to necessitate methodical arrangement, yet progress 
is insufficient to suggest final bases of arrangement -hich 
will crystallise the whole into a system, science takes refuge 
in 'topics.' These have been aptly described as intellectual 
pigeon-holes--convenient headings under which materials 
may be digested, with strict adherence to method, yet only as 
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a provisional arrangement until further progress shall bring 
more stable organisation. This topical treatment may seem 
an unambitious stage in scientific advance, the goal and 
reward of which is insight into wide laws and far-reaching 
systematisations. Still it is a stage directly in the line of sound 
method: and the judiciou$ choice of main and subordinate 
topics is systematisation in embryo. The present enquiry 
looks no further than this stage in its analysis of Dramatic 
Art. It endeavours to find convenient headings under which 
to set forth its observations of Shakespeare's plays. It also 
seeks an arrangement of these topics that will at once cover 
the field of the subject, and also carry on the face of it such 
an economy of mutual connection as mav make the topics, 
what they ought to be, a natural bridge between the general 
idea which the mind forms of I)rama and the realisation of 
this idea in the details of actual dramatic works. 
But the definition of our subject involves further that we 
should measure out the exact field within which this method 
is to be applied. Science, like every other product of the 
human mind, marks is progress by continuous differentia- 
tion: the perpetual subdivision of the field of enquiry, the 
rise of separate and ever minuter departments as rime goes 
on. Originally ail knowledge was one and undivided. The 
naine of Socrates is connected with a great revolution which 
separated moral science from physics, the study of man from 
the study of nature. With Aristotle and inductive method 
the process became rapid : and under his guidance ethics, as 
the science of conduct, became distinct from mental science ; 
and still further, political science, treating man in his relations 
with the state, was distinguished from the more general 
science of conduct. When thought awoke at the Renaissance 
after the sleep of the ]ï)ark Ages, political science threw 
off as a distinct branch political economy ; and by our own 
day particular branches of economy, finance, for example, 
have practically become independent sciences. This charac- 
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teristic of science in general, the perpetual tendency to CHAP. XI. 
separate more ¢onfined from more general lines of investiga- 
tion, will apply in ail especial degree to literature, which Dramatic 
Citicism 
covers so wide an area of the mind and is the meeting- 
ground of so many separate interests. Thus Shakespeare is on tlze one 
 sidefrom 
a poet, and his works afford a field for considering poetry m the ,ider 
general, both as a mode of thought and a mode of expression. Literary 
Criticism. 
Again, no writer could go so deeply into human nature as 
Shakespeare bas done without betraying his philosophy and 
moral system. Once more, Shakespeare must afford a 
specimen of literary tendencies in general, and that particular 
modification of them we call Elizabethan; besides that 
the language which is the vehicle of this literature bas an 
interest of its own over and above that of the thought which 
it conveys. Ail this and more belongs properly to ' Shake- 
speare-Criticism ': but from Literary Criticism as a whole a 
branch is being gradually differentiated, Dramatic Criticism, 
aud its province is to deal with the question, how much of 
the total effect of Shakespeare's works arises from the fact of 
his ideas being conveyed to us in the form of dramas, and 
hot of lyric or epic poems, of essays or moral and philoso- 
phical treatises. It is with this branch alone that the present 
enquiry is concerned. 
But more than this goes to the definition of Dramatic On 
f otker side 
Citicism. Drama is not, like Epic, merely a branch o fron the 
literature : it is a compound art. The literary works which allied art 
of Stag- 
in ordinary speech we call dramas, are in strictness only Represen- 
potential dramas waiting for their realisation on the stage, ration. 
And this stage-representation is hot a mere accessory of 
literature, but is an independent art, having a field where 
literature has no place, in dumb show, in pantomime, in 
dancing. 
mimicry, and in the lost art of Greek ' " ' 
The question arises then, what is to be the relation of Dra- 
matic Criticism to the companion art of Stage-Representation ? 
.A.ristot]e, the father of Dramatic Criticism, ruade Stage-Repre- 
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sentation one of the departments of the science ; but we shall 
be only following the law of differentiation if we separate the 
two. This is especially appropriate in the case of the Shake- 
spearean Drama. The Puritan Revolution, which has played 
sueh a part in its history, was in effect an attaek rather on 
the Theatre than on the Drama itself. No doubt when the 
movement beeame violent the two were hOt diseriminated, 
and the Drama was ruade a'vanity' as well as the Stage. 
Still the one interest was never so thoroughly dropped by the 
nation and was more readily taken up again than the other; 
so that from the point of view of the Stage out continuity with 
the Elizabethan age has been severed, from the point of view 
of the literary Drama it bas not. The Shakespearean Drama 
has marie a field for itself as a braneh of literature quite 
apart from the Stage ; and, however we may regret the 
severanee and look forward to a eompleter appreeiation of 
Shakespeare, yet it ean hardly be doubted that at the present 
moment as earnest and eomprehensive an interest in our 
great dramatist is to be round in the study as in the 
theatre. 
Dramatie Criticism, then, is to be separated, on the one 
side, from the wider Literary Critieism which must inelude a 
review of language, ethies, philosophy, and general art; and, 
on the other hand, from the companion art of Stage-Repre- 
sentation. But here caution is required ; for ail these are so 
elosely and so organieally eonnected with the Drama that 
there cannot but exist a mutual reaetion. Thus we have 
already had to treat of topies whieh belong to the Drama 
only as a part of literature and art in general. In the first 
chapter we had occasion to notice how even the raw material 
out of whieh the Shakespearean Drama is eonstrueted itself 
forms another speeies in literature. When we proeeeded to 
watch the process of working up this Story into dramatie 
form we were led on to what was eommon ground between 
Drama and the other arts. In such process we saw illus- 



trated the 'hedging,' or double process which leaves mon- 
strosity to produce its full impression and yet provides by 
special means against any natural reaction; the reduction 
of improbabilities, by which difficulties in the subject-matter 
are evaded or met; the utilisation of mechanical details to 
assist more important effects; the multiplication and inter- 
weaving of different interests by which each is ruade to assist 
the rest. Such points of Mechanical Construction, together 
with the general principles of balance and symmetry, are not 
special to any one branch of art : in ail alike the artist will 
contrive not wholly to conceal his processes, but by occa- 
sional glimpses will add to higher effects the satisfaction of 
out sense of neat workmanship. 
Similarly, it may be convenient to make Literary I)ranm 
and Stage-Representation separate branches of enquiry : itis 
totally inadmissible and highly misleading to divorce the two 
in idea. The literary play must be throughout read relalivev 
toits representation. In actual practice the separation of the 
two bas produced the greatest obstacles in the way of sound 
appreciation. Amongst ordinary readers of Shakespeare 
Character-Interest, which is largely independent of perform- 
ance, bas swallowed up all other interests ; and most of the 
effects which depend upon the connection and relative force 
of incidents, and on the compression of the details into a 
given space, have been completely lost. Shakespeare is 
popularly regarded as supreme in the painting of human 
nature, but careless in the construction of Plot: and, worst 
of all, Plot itself, which it has been the mission of the 
English I)rama to elevate into the position of the most 
intellectual of all elements in literary effect, bas become 
degraded in conception to the level of a mere juggler's 
mystery. It must then be laid down distinctly at the outset 
of the present enquiry that the Drama is to be considered 
throughout relatively to its acting. Much of dramatic effect 
that is special to Stage-Representation will be here ignored : 

CHAP. XI. 
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the who]e mechanism of elocution, effects of light, co]our and 
costume, the greater portion of what constitutes mise-en-scène. 
But in dealing with any play the fullest scope is assumed 
for ideal acting. The interpretation of a character must 
include what an actor can put into it; in dealing with 
effects regard must be had to surroundings which a reader 
might easily overlook, but which would be present to the eye 
of a spectator; and no conception of the movement of a 
drama will be adequate which has hot appreciated the rapid 
sequence of incidents that crowds the crisis of a life-time or 
a national revolution into two or three hours of actual rime. 
The relation of Drama toits acting will be exactly similar to 
that of music toits performance, the tvo being perfectly 
separable in their exposition, but never disunited in idea. 
Dramatic Art, then, as thus defined, is tobe the field of 
our enquiry, and its method is tobe the discovery and 
arrangement of topics. For a fundamental basis of such 
analysis we sha|l naturally look to the other arts. Now all 
the arts agree in being the union of two elements, abstract 
and concrete. Iusic takes sensuous sounds, and adds a 
purely abstract element by disposing these sounds in har- 
monies and melodies; architecture applies abstract design 
to a concrete medium of stone and wood; painting gives 
us objects of real life arranged in abstract groupings: in 
dancing we have moving figures confined in artistic bonds of 
rhythm ; sculpture traces in still figures ideas of shape and 
attitude. So Drama bas its two elements of Human Interest 
and Action : on the one hand life presented in aclion--so the 
word 'Drama' may be translated; on the other hand the 
action itself, that is, the concurrence of all that is presented 
in an abstract unity of design. The two fundamental 
divisions of dramatic interest, and consequently the two fun- 
damental divisions of Dramatic Criticism, will thus be 
Human Interest and Action. But each of these has its 
different sides, the distinction of which is essential before we 
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can arrive at an arrangement of topics that will be of practical Cn.xv. Xl. 
value in the methodisation of criticism. The interest of the Twofold 
life presented is twofold. There is our interest in the division of 
separate personages who enter into it, as so many variefies [nter«st. 
of the genus homo: this is Interest of Character. There is 
again our interest in the experience these personages are 
ruade to undergo, their conduct and rate : technically, Interest 
of -Passion. 
tIuman Interest t Character. 
Passion. 
It is the saine with the other fundamental element of art, the 2hreefald 
division of 
working together of ail the details so as to leave an impres- Action. 
sion of unity: while in praetice the sense of this unity, say 
in a pieee of music or a play, is one of the simplest of 
instincts, yet upon analysis it is seen to imply three separate 
mental impressions. The mind, it implies, must be conscious 
of a unity. It must also be conscious of a complexity of 
details without which the unity could hOt be perceptible. 
But the mere perception of unity and of complexity would 
give no art-pleasure unless the unity were seen to be devdo?ed 
out of the complexity, and this brings in a third idea of pro- 
gress and gradual A[ovemenL 
[ Unity. 
Action  Complexity. 
t Development or Movement. 
Now if we apply the threefold idea invoh,ed in Action to the Applica- 
the tion of the 
twofold idea involved in Human Interest we shall get threefohl 
natural divisions of dramatic analysis. One element of division af 
Action go 
Human Interest was Character : looking at this in the three- the twofald 
fold aspect which is given to it when it is connected with division of 
Action we shall have to notice the interest of single charac- Interest. 
ters, or Character-f»/erpretation, the more complex interest 
of Character-Conlrast, and in the third place Character-De- 
elopment. Applying a similar treatment to the other side of 
Human Interest, Passion, we shall review single elements of 
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Passion, that is to say, Incidents and Effecls ; the mixture of 
various passions to express which the terre 19assion-Tones 
will be used ; and again 19assion-A[ovemenL But Action 
bas an interest of its own, considered in the abstract and as 
separate from Human Interest. This is tglol; and it will lend 
itself to the saine triple treatment, falling into the natural 
divisions of Single Action, Covlex Aclion, and that develop- 
ment of Plot which constitutes dramatic Alovemen! in the 
most important sense. At this point it is possible only to 
naine these leading topics of Dramatic Criticism : to explain 
each, and to trace them further into their lesser ramifications 
will be the work of the remaining three chapters. 

le - 
Toflics of 
l)ramatic 
Criticispt. 

The Literary 
Drama 

f Character 
I 
Passion 
I 
[ Plot (or Pure 
Action) 

l Single Character-Interest, or 
Character-Interjkretatioz. 
Complex Charaeter-Interest, or 
Character- Cotttrast. 
Character-Z)e'#elofimett. 

Single Passion-Interest, or 
Iucidcnt and Fffect. 
Complex Passion-Interest, or 
Passion- Tone. 
lassiott-llIovctttenl. 

I Single Action. 
Comflleoc Action. 
tglot- ]klove ment. 
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F the main divisions of dramatic interest Character CHAP.XII 
stands first for consideration: and we are to view it Unity a- 
under the three aspects of unity, complexity, and move-P licdto 
Ch aractcr : 
ment. The application of the idea unity to the idea cha-Character- 
racter suggests at once our interest in single personages. This lnterpre- 
talion. 
interest becomes more &'fined when we take into account 
the medium through which the personages are presented to 
us: characters in Drama are not brought out by abstract 
discussion or description, but are presented to us concretely, 
self-pourtrayed by their own actions without the assistance 
of comments from the author. 
Accordingly, the leading interest of character is Inlerpre- 
lalion, the mental process of turning from the concrete to 
the abstract: from the most diverse details of conduct and 
impression Interpretation extracts a unity of conception 
which we call a character. Interpretation when scien-Inlerpre- 
talion of 
tifically handled must be, we bave seen, of the nature of an 
the nalu 
hypothesis, the value of which depeuds-upon the degree in olCan hylo 
thesis. 
which it explains whatever details have any bearing upon 
the character. Such an hypothesis may be a simple 
idea: and we bave seen at length how the whole por- 
traiture of Richard precipitates into the notion of Ideal 
Villainy, ideal on the subjective side in an artist who 
follows crime for its own sake, and on the objective side in 
a success that works by fascination. But the student must 
beware of the temptation to grasp at epigrammatic labels as 
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sufficient solutions of character; in the great majority of 
cases Interpretation can become complete only by recog- 
nising and harmonising various and even conflicting ele- 
ments. 
Incidentally we have noticed some of the principles govern- 
ing careful Interpretation. One of these principles is that it 
must take into consideration ail that is presented of a per- 
sonage. It is unscientific on the face of it to say (as is 
repeatedly said) that Shakespeare is ' inconsistent' in ascrib- 
ing deep musical sympathies to so rhin a character as 
Lorenzo. Such allegation of inconsistency means that the 
process of Interpretation is unfinished ; it can be paralleled 
only by the astronomer who should complain of eclipses as 
' inconsistent' with his view of the moon's movements. In 
the particular case we round no difficulty in harmonising the 
apparent conflict: the details of Lorenzo's portraiture fit 
in well with the hot uncommon type of nature that is so 
deeply touched by art sensibilities as to have a languid in- 
terest in lire outside art. Again: Interpretation must look 
for indt'recl evidence of character, such as the impression a 
personage seems to have marie on other personages in the 
story, or the effect of action outside the field of view. It is 
impatient induction to pronounce ]3assanio unworthy of 
Portia merely from comparison of the parts played by the 
two in the drama itself. It happens from the nature of the 
story that the incidents actually represented in the drama 
are such as always display ]3assanio in an exceptional and 
dependent position; but we have an opportunity of getting 
to the other side of out hero's character by observing the 
attitude held to him by others in the play, an attitude 
founded hOt on the incidents of the drama alone, but upon 
the sure total of his lire and behaviour in the Venetian 
world. This gives a very different impression ; and when we 
take into consideration the force with which his personality 
sways ail who approach him, from the strong Antonio and 
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the intellectual Lorenzo to giddy Gratiano and the rough 
common sense of Launcelot, then the character cornes out 
in its proper scale. As a third principle, it is perhaps too 
obvious to be worth forrnulating that Interpretation rnust and the de- 
b grec to 
allow for the degree to which the character is displayed Y whick the 
the action: that Brutus's frigid eloquence at the funeral of character is 
Coesar means not coldness of feeling but stoicism of public dislaj,ed. 
demeanour. It is a less obvious principle that the very 
tation re- 
details which are to be unified into a conception of cha-actingon 
racter may have a different complexion given to them when the details. 
they are looked at in the light of th. whole. It has been 
noticed how Richard seerns to rnanifest in sorne scenes a 
slovenliness of intrigue that rnight be a stumbling-block to 
the general impression of his character. But when in our 
view of him as a xx'hole we sec what a large part is played 
by the invincibility that is starnped on his very derneanour, 
it becomes clear how this slovenliness tan be interpreted by 
the analyst, and represented by the actor, not as a defect 
of power, but as a trick of bearing which rneasures his 
own sense of his irresistibility. Principles like these flow 
naturally frorn the fundamental idea of character and its unit)'. 
Their practical use however will be mainly that of tests for 
suggested interpretations : to the actual reading of character 
in Drarna, as in real life, the safest guide is syrnpathetic 
insight. 
The second elernent underlying all dramatic effect was 
complexity; when complexity is applied to Character we 
get Character-Contrast. In its lowest degree this appears in 
the forrn of Characler-_oils : by the side of some prorninent Ckaracler- 
character is placed another of less force and interest but cast Foils. 
in the sarne rnould, or perhaps rnoulded by the influence of 
its principal, just as by the side of a lofty mountain are 
often to be seen smaller hills of the sarne formation. Thus 
beside Portia is placed Nerissa, beside Bassanio Gratiano, 
beside Shylock Tubal; Richard's villainy stands out by 

Comlexity 
aplicd to 
Character. 



CHAr.XII. 

Dullica- 

iii. i. 

i. iv, from 
$4. 

240 

INTEREST OF CttARACTER. 

comparison with Buckingham, Hastings, Tyrrel, Catesby, 
any one of whom would bave given blackness enough to an 
ordinary drama. It is quite possible that minute examina- 
tion may find differences between such companion figures: 
but the general effect of the combination is that the lesser 
serres as foil to throw up the scale on which the other is 
framed. The more pronounced effects of Character-Con- 
trast depend upon differences of kind as distinguished from 
differences of degree. In this formit is clear how Cha- 
raclcr-Conlrasl is only an extension of Character-Interpre- 
ration : it implies that some single conception explains, that 
is, gives unity to, the actions of more than one person. A 
whole chapter has been devoted to bringing out such con- 
trast in the case of Lord and Lady Macbeth: to accept 
these as types of the practical and inner life, cast in such an 
age and involved in such an undertaking, furnishes a con- 
ception sufficient to make clear and intelligible all that the 
two say and do in the scenes of the drama. Character- 
Contrast is especially common amongst the minor effects in 
a Shakespearean drama..In the case of personages demanded 
by the necessities of the story rather than introduced for 
their own sake Sbakespeare has a tendency to double the 
number of such personages for the sake of getting effects of 
contrast. We have two unsuccessful suitors in The [erchanl 
of Venice bringing out, the one the unconscious pride of 
royal birth, the otber the pride of intense self-consciousness; 
two wicked daughters of Lear, Goneril with no shading in 
her harshness, Regan who is in reality a degree more calcu- 
lating in her cruelty than "her sister, but conceals it under a 
charm of manner, 'eyes that comfort and not burn.' Of 
the two princes in Richard III the one has a gravity 
beyond his years, while York overflows with not ungraceful 
pertness. Especially interesting are the two murderers in 
that play. The first is a dull, ' strong-framed ' man, without 
any better nature. The second has had culture, and been 
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accustomed to reflect; his better nature has been vanquished 
by love of greed, and now asserts itself to prevent his 
sinning xvith equanimity. It is the second murderer whose 
conscience is set in activity by the word ' judgment ' ; and he 
discourses on conscience, deeply, yet hot without humour, as 
he recognises the power of the expected reward over the oft- 
vanquished compunctions. He catches, as a thoughtful 
man, the irony of the duke's cry for wine when they are 
about to drown him in the butt of malmsey. Again, instead 
of hurrying to the deed while Clarence is waking he cannot 
resist the temptation to argue with him, and so, as a man 
open to argument, he feels the force of Clarence's unex- 
pected suggestion : 
He that set you on 
To do this deed will hate you for the deed. 
Thus he exhibits the weakness of all thinking rnen in a 
moment of action, the capacity to see two sides of a 
question; and, trying at the critical moment to alter his 
course, he ends by losing the reward of crime without 
escaping the g'uilt. 
Character-Contrast is carried forward into Character- 
Grouping -hen the field is still further enlarged, and a single 
conception is found to give unity to more than two per- 
sonages of a drama. A chapter has been devoted to show- 
ing how the saine antithesis of outer and inner life which 
ruade the conception of Macbeth and his wife intelligible 
would serve, when adapted to the widely different world of 
Roman political life, to explain the characters of the leading 
conspirators in Jah'us Ccesar, of their victim and of his 
avenger : while, over and above the satisfaction of Interpret- 
ation, the Grouping of these four figures, so colossal and so 
impressive, round a single idea is an interest in itself. The 
effect is carried a stage further still when some single phase 
of human interest tends, in a greater or less degree, to give 
a common feature to all the personages of a play; the 

CHAP.X[[. 

lIO. 

I67. 
16 5. 
63. 

284 
Character 
Grouing. 

ï)ramalic 
Colouring. 



CHAP.XII. 

compare 
i.v..i.ii. 26; 
1'. 11. 1--22. 

«P[ovemenl 
aptOlied fo 
Character : 
Chracler- 
Dtwelop- 
ment. 

242 INTEREST OF CHAR/ICTER. 
whole dramatic field is coloureà by some idea, though of 
course the interpretative significance of such an idea is 
weakened in proportion to the area over which it is dis- 
tributed. The rive plays to which our attention is confined 
do not afford the best examples of Dramatic Colouring. It 
is a point, however, of common remark how the play of 
211acbeth is coloured by the supei'stition and violence of the 
Dark Ages. The world of this drama seems given over to 
powers of darkness who can read, if not mould, destiny; 
witchcraft appears as an instrument of crime and ghostly 
agency of punishment. We have rebellion without any 
suggestion of cause to ennoble it, terminated by executions 
without the pomp of justice ; we have a long reign of terror 
in which massacre is a measure of daily administration and 
murder is a profession. With all this there is a total ab- 
sence of relief in any picture of settled life: there is no 
rallying-point for order and purity. The very agent of 
retribution gets the impulse to his task in a reaction from a 
shock of bereavement that has corne down upon him as 
a natural punishment for an act of indecisive folly. 
There are, then, three different effects that arise when 
complekity enters into Character-Interest. The complexity 
is one never separable from the unity which binds it to- 
gether : in the first effect the diversity is stronger than the 
unity, and the whole manifests itself as Character-Contrast ; 
in Character-Grouping the contrast of the separate figures is 
an equal element with the unity which binds them ail into a 
group ; in the third case the diversity is lost in the unity, 
and a uniformity of colouring is seized by the dramatic 
sense as an effect apart from the individual varieties without 
which such colouring would not be remarkable. 
When to Character-Interpretation, the formation of a 
single conception out of a multitude of concrete details, the 
further idea of growth and progress is added, we get the 
third variety of Character-Interest--Characler-DevdopmenL 
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In the preceding chapters this has received only negative 
notice, its absence being a salient feature in the portraiture 
of Richard. For a positive illustration no better example 
could be desired than the character of Macbeth. Three 
features, we have seen, stand out clear in the general concep- 
tion of Macbeth. There is his eminently practical nature, 
which is the key to the whole. And the absence in him of 
the inner life adds two special features: one is his helpless- 
ness under suspense, the other is the activity of his imagina- 
tion with its susceptibility to supernatural terrors. Now, if 
we fix our attention on these three points they become three 
threads of develçpment as we trace lIacbeth through the 
stages of his career. His practical power developes as 
capacity for crime. Macbeth undertook his first crime only 
after a protracted and terrible struggle; the murder of the 
grooms was a crime of impulse; the murder of ]3anquo 
appears a thing of contrivance, in which Macbeth is a 
deliberate planner directing the agency of others, while his 
dark hints to his wife suggest the beginning of a relish for iii. ii. 4 o, 
zC. 
such deeds. This capacity for crime continues to grow, 
until slaughter becomes an end in itself: 
Each new morn iv. iii. 4- 
New widows howl, new orphans cry: 
and then a mania : 
Some say he's mad; others that lesser hate him v. ii. 
Do call it valiant fury. 
We see a paral]el development in Macbeth's impatience of 
suspense. Just after his first temptation he is able to brace 
himself to suspense for an indefinite period : 
"If chance will bave me king, why, chance may crown me, i. iii. 
Without my stir. 
On the eve of his great crime the suspense of the few hours i. vil. 
that must intervene belote the banquet can be despatched 
and I)uncan can retire becomes intolerable to iXlacbeth, and 
R 
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he is for abandoning the treason. In the next stage it is 
the suspense of a single moment that irnpels hirn to stab the 
groorns. From this point suspense no longer cornes by fits 
and starts, but is a settled disease : his rnind is as scorpions : 
it is tortured in restless ecstasy. Suspense has underrnined 
his judgrnent and brought on hirn the garnbler's fever--the 
haunting thought that just one more venture will rnake hirn 
safe; in spite of the opposition of his reason--which his 
unwillingness to confide the rnurder of Banquo to his wife 
betrays--he is carried on to work the additional crime which 
unmasks the rest. And finally suspense intensifies to a panic, 
and he hirnself feels that his deeds-- 
must be acted ere they may be scann'd. 
The third feature in Macbeth is the quickening of his sen- 
sitiveness to the supernatural side by side with the deadening 
of his conscience. Imagination becomes, as it were, a pic- 
torial conscience for one to whorn its more rational channels 
have been closed : the man who ' would jurnp the world to 
corne' accepts irnplicitly every word that falls frorn a witch. 
Now this imagination is at first a restraining force in Mac- 
beth : the thought whose image unfixes his hair leads hirn to 
abandon the treason. When later he has, under pressure. 
delivered himself again to the ternptation, there are still signs 
that imagination is a force on the other side that bas to be 
overcorne : 
Stars, hlde your rires; 
Let hot light see my black and deep desires: 
The eye wink at the hand. 
Olce passed the boundary of the accornplished deed he be- 
cornes an absolute victim to terrors of conscience in super- 
natural forrn. In the very first moment they reach so near 
the boundary that separates subjective and objective that a 
real voice appears to be denouncing the issue of his crime : 
lllaebeHz. Methought I heard a voice cry S|eep no more.' . . . 
Lady «[. Who was it that thus cried? 
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In the reaction from the murder of ]3anquo the supernatural CtIAI.XII. 
appearance--which no eye sees but his own--appears more iii. iv. 
real to him than the real lire around him. And from this 
point he seeks the supernatural, forces it to disclose its iv. i. 48. 
terrors, and thrusts himself into an agonised vision of gener- 
ations that are to witness the triumph of his foes. 
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XIII. 
INTEREST OF PASSlOlSr. 
H UMAN Interest includes not only varieties of human 
nature, or Çharacter, but also items of human ex- 
perience, or Passion. Passion is the second great topic of 
Dramatic Criticism. Itis concerned with the lire that is lived 
through the scenes of the story, as distinguished from the 
personages who live it; not treating this with the abstract 
treatment that belongs to Plot, but reviewing it in the light 
of its human interest ; it embraces conduct still alive with the 
motives which bave actuated it--fate in the process of forging. 
The word 'passion' signifies primarily what is suffered of 
good or bad ; secondarily the emotions generated by suffering, 
whether in the sufferer or in bystanders. Its use as a drama- 
tic terre thus suggests how in Drama an experience can be 
grasped by us through our emotional nature, through our 
sympathy, our antagonism, and all the varieties of emotional 
interest that lie between. To this Passion we have to apply 
the threefold division of unity, complexity, and movement. 
When unity is applied to Passion we get a series of details 
bound together into a singleness of impression as an Inci- 
dent, a Situation, or an Effect. The distinction of the three 
rests largely on their different degrees of fragmentariness. 
Incidenls are oups of continuous details forming a com- 
plete interest in themselves as ministering to our sense of 
story. The suit of Shylock against Antonio in the course of 
which rate sxvings right round; the murder of Clarence with 
its long-drawn agony; Richard and Buckingham with the 
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Lord Mayor and Citizens exhibiting a picture of political 
manipulation in the fifteenth century ; the startling sight of a 
Lady Arme wooed beside the bier of her rnurdered hus- 
band's rnurdered father, by a murderer who rests his suit on 
the murders themselves; Banquo's Ghost appearing at the 
feast at which Banquo's presence had been so vehemently 
called for; Lear's faithful Gloucester so brutally blinded 
and so instantly avenged :--ail these are complete stories 
presented in a single view, and suggest how Shakespeare's 
dramas are constructed out of rnaterials which are them- 
selves dramas in miniature. In St'[t«tlt'on, on the other hand, 
a series of details cohere into a single impression without 
losing the sense of incompleteness. The two central per- 
sonages of The Ierchani of Iénice, around whom brightness 
and gloom have been revolving in such contrast, at last 
brought to face one another from the judgment-seat and the 
dock; Lorenzo and Jessica wrapped in moonlight and 
music, with the rest of the universe for the hour blotted out 
into a background for their love; lIargaret like an appari- 
tion of the sleeping Nemesis of Lancaster tlashed into the 
midst of the Yorkist courtiers while they are bickering 
through very wantonness of victory ; Shylock pitted against 
Tubal, Jew against Jew, the nature hot too narrow to mix 
affection with avarice, mocked frorn passion to passion by the 
nature only wide enough to take in greed ; Richard waking 
on Bosworth morning, and miserably piecing together the 
wreck of his invincible will which a sleeping vision has 
shattered ; lIacbeth's moment of rapture in following the 
airy dagger, while the very night holds its breath, to break out 
again presently into voices of doom; the panic mist of 
universal suspicion anaidst which lalcolm blasts his own 
character to feel after the fidelity of lIacduff; Edgar from 
his ambush of outcast idiocy watching the sad marvel of his 
father's love restored to him :--ail these brilliant Situations are 
fragments of dramatic continuity in which the fragmentari- 
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ness is a part of the interest. Just as the sense of sculpture 
might seek to arrest and perpetuate a casual moment in the 
evolutions of a dance, so in Dramatic Situation the mind is 
conscious of isolating something from vhat precedes and 
what follows so as to extract out of it an additional 
impression ; the morsel has its purpose in ministering to a 
complete process of digestion, but it gets a sensation of its 
own by momentary delay in contact with the palate. 
Of a still more fragmentary nature is Z)ramah'c Fffecl-- 
Effect strictly so called, and as distinguished from the looser 
use of the terre for dramatic impressions in general. Such 
Effect seems to attach itself to single momentary details, 
though in reality these details owe their impressiveness to 
their connection with others : the final detail has completed 
an electric circle and a shock is given. No element of the 
Drama is of so miscellaneous a character and so defies 
analysis : all that can be done here is to notice three special 
Dramatic Effects. 19ramalic Irony is a sudden appearance of 
double-dealing in surrounding events : a dramatic situation 
accidentally starts up and produces a shock by its bearing upon 
conflicting states of affairs, both known to the audience, but 
one of them hidden from some of the parties to the scene. 
This is the special contribution to dramatic effect of Greek 
tragedy. The ancient stage was tied down in its subject- 
marrer to stories perfectly familiar to the audience as sacred 
legends, and so almost excluding the effect of surprise : in 
Irony it round some compensation. The ancient tragedies 
harp upon human blindness to the future, and delight to ex- 
hibit a hero speculating about, or struggling with, or perhaps 
in careless talk stumbling upon, the final issue of events 
vhich the audience know so well--oEdipus, for example, 
through great part of a play moving heaven and earth to 
pierce the mystery of the judgment that bas corne upon his 
city, while according to the familiar sacred story the offender 
can be none other than himself. Shakespeare bas used to 
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almost as great an extent as the Greek dramatists this effect Cm XIIl. 
of Irony. His most characteristic handling of it belongs to 
the lighter plays ; yet in the group of dramas dealt with in 
this work it is prominent amongst his effects. It bas been 
pointed out how 21[acSelh and Rich«rd III are saturated 
,vith it. There are casual illustrations in Juh'us C«sar, as 
when the dictator bids his intended murderer 
Be near me, that I may remember you; iL ii. I23. 
or in I.ear, when Edmund, intriguing guiltily with Goneril, in 
a chance expression of tenderness unconsciously paints the 
final issue of that intrigue: 
Yours in the ranks of death! iv. ii. 25. 
A comic variety of Irony occurs in the Trial Scene of The 
[erchant of Venice, when Bassanio and Gratiano in their iv. i. 282. 
distracted grief are willing to sacrifice their new wives if this 
could save their fi'iend--little thinking these wives are so near 
to record the vow. The doubleness of Irony is one which 
attaches to a situation as a whole: the effect however is 
especially keen when a scene is so impregnated with it that iii. il. 6o- 
the very language is true in a double sense. 73- 
Catesy. 'Tis a vile thing to clic, my gracious lord, 
When men are unprepared and look hot for it. 
I-[astings. O monstrous, monstrous! and so falls it out 
With Rivers, Vaughan, Grey: and so 'twill do 
lUirA sotlte metz else, who tkink t]tetnselves as sale 
As thou and L 
Nemesis, though usually extending to the general movement 2Vemesisas 
of a drama, and so considered below, may sometimes be only an Effect. 
an effect of detail--a sign connecting very closely retribution 
with sin or reaction with triumph. Such a Nemesis ma)" be 
seen where Cassius in the act of falling on his sword recog- v. iii. 45- 
nises the weapon as the saine with which he stabbed Coesar. 
Another special variety of effect is 39ramatic Foreshadozv-l)ramatic 
tg--mysterious details pointing to an explanation in the Fore- 
shadozeDt. 
sequel, a realisation in action of the saying that coming 
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events cast their shadows before them. The unaccountable 
'sadness' of Antonio at the opening of The 3Ierchant of 
Ven[ce is a typical illustration. Others will readily suggest 
themselves--the Prince's shuddering aversion to the Tower 
in Richard III, the letter G that of Edward's heirs the 
murderer should be, the crows substituted for Cassius's eagles 
on the morning of the final battle. A more elaborate 
exarnple is seen in Juh'us Ccesar, where the soothsayer's 
vague warning' Beware the Ides of March '--a solitary voice 
that could yet arrest the hero through the shouting of the 
crowd--is later on found, not to have become dissipated, 
but to have gathered definiteness as the rnornent cornes 
nearer : 
Coesar. The Ides of March are corne. 
Soothsaycr. Ay, Cesar; but hot gone. 
These three leading Effects may be sufficient to illustrate 
a branch of drarnatic analysis in which the variety is 
endless. 
We are next to consider the application of complexity to 
Passion, and the contrasts of passion that so arise. Here 
care is necessary to avoid confusion with a complexity of 
passion that hardly cornes xvithin the sphere of dramatic 
criticism. In the scene in which Shylock is being teased by 
Tubal it is easy to note the conflict between the passions of 
greed and paternal affection: such analysis is outside drama- 
tic criticism and belongs to psychology. In its dramatic 
sense Passion applies to experience, not decornposed into its 
emotional elements, but grasped as a whole by out emotional 
nature : there is still room for complexity of such passion in 
the appeal ruade Io differenl sides of our emolional nalure, lhe 
serious ami lhe gay. In dealing with this element of dramatic 
effect a convenient technical terrn is ïeone. The deep insight 
of metaphorical word-coining has given universal sanction to 
the expression of emotional differences by analogies of 
music: our emotional nature is exalted with rnirth and de- 
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pressed with sorrow, we speak of a chord of sympathy, a Cm XIIl. 
strain of triumph, a note of despair; we are in a serious  
mood, or pitch our appeal in a higher key. These expres- 
sions are clearly musical, and there is probably a hall 
association of music in many others, such as a theme of 
sorrow, acute anguish and profound despair, response of 
gratitude, or even the working of out feelings. Most exactly 
to the purpose is a phrase of frequent occurrence, the 'gamut 
of the passions,' which brings out with emphasis how our 
emotional nature in its capacity for different kinds of ira- 
pressions suggests a scale of passion-contrasts, hOt to be Scale of 
sharply defined but shading off into one another like the tassi°n- 
Tones. 
tones of a musical scale--Tragic, Heroic, Serious, Elevated, 
Light, Comic, Farcical. Itis with such complexity of tones 
that Dramatic Passion is concerned. 
Now the mere llixture of Tones is an effect in itself. 
For the present I ara hOt referring to the combination of one 
tone with another in the saine incident (which will be treated 
as a distinct variety): I apply it more widely to the inclusion of 
different tones in the field of the saine play. Such mixture is 
best illustrated by music, which gives us an adagio and an 
allegro, a fantastic scherzo and a pompous march, within 
the saine symphony or sonata, though in separate move- 
ments. In Tac 3Ierchan! OE Venfce, as often in plays of 
Shakespeare, every tone in the seule is represented. When iv. i. 
Antonio is enduring through the long suspense, and trium- 
pbant malignity is gaining point after point against helpless 
friendship, we have travelled far into the Tragic ; the woman- 
nature of Portia calling Venetian justice from judicial murder iv. i. I84. 
to the divine prerogative of mercy throws in a touch of the 
Heroic ; a great part of what centres around Shylock, when 
he is crushing the brightness out of Jessica or defying the ii. v iii. 
Christian world, is pitched in the Serious strain ; the incidents i, &e. 
of the unsuccessful suitors, the warm exuberance of Oriental il. i. vii ; 
courtesy and the less grateful loftiness of Spanish family pride, ii. ix. 

.Iixture of 
Tones : 
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might be a model for the Elevated drama of the English 
Restoration; the infinite nothings of Gratiano, prince of 
diners-out, the more piquant small talk of Portia and Nerissa 
when they eriticise the man-world from the secreey of a 
maiden-bower--these throw a tone of Lightness over their 
sections of the drama ; Launcelot is an incarnation of the 
conventional Confie serving-man, and his Comedy beeomes 
broad Farce where he teases the sand-blind Gobbo and draws 
him on to bless his astonishing beard. How distinct an 
effeet is this mere lIixture of Tones within the saine play may 
be seen in the fact that the Classical Drama found it im- 
possible. The exclusive and uncompromising spirit of anti- 
quity carried caste into art itself, and their Tragedy and 
Comedy were kept rigidly separate, and indeed were con- 
nected with different rituals. The spirit of modern life is 
marked by its eomprehensiveness and reeonciliation of 
opposites ; and nothing is more important in dramatie 
history than the way in whieh Shakespeare and his con- 
temporaries ereated a new departure in art, by seizing upon 
the rude jumble of sport and earnest which the mob loved, 
and converting it into a source of stin-ing passion-effects. 
For a new faculty of mental grasp is generated by this 
harmony of tones in the English Drama. If the artist 
introduces every tone into the story he thereby gets hold of 
every tone in the speetators' emotional nature ; the world of 
the play is presented from every point of view as it works 
upon the various passions, and the difference this makes is 
the difference between simply looking down upon a surface 
and viewing a solid from all round :--the mixture of tones, so 
to speak, makes passion of three dimensions. Moreover it 
brings the world of fiction nearer to the world of nature, 
which has never yet evolved an experience in which bright- 
ness was dissevered from gloom: hall the pleasure of the 
world is wrung out of others' pain ; the two jostle in the 
street, house together under every roof, share every stage 
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of life, and refuse to be sundered even in the mysteries of 
death. 
Quite a distinct class of effects is produced when the con- 
trasting tones are hot only included in the saine drama but 
are further brought into immediate contact and ruade to react 
upon each other. Tonc-tla) ' is ruade by simple variety and 
alternation of light and serious passions. It bas been pointed 
out in a previous chapter what a striking example of this is 
The 2][erchanl of Iç'nice, in which scene by scene two stories 
of youthful love and of deadly feud alternate with one 
another as they progress to their climaxes, until from the 
rapture of Portia united to Bassanio we drop to the full 
realisation of Antonio in the grasp of Shylock ; and again the 
cruel anxiety of the trial and its breathless shock of deliver- 
ance are balanced by the mad fun of the ring trick and the joy 
of the moonlight scene which Jessica feels is too deep for mer- 
riment. A slight variation of this is Tone-I¢eh'ef: in an action 
which is cast in a uniform tone the continuity is broken by a 
brief spell of a contrary passion, the contrast at once reliev- 
ing and intensifying the prevailing tone. One of the best 
examples (notwithstanding its coarseness) is the introduction 
in [acbelh of the jolly Porter, who keeps the impatient nobles 
outside in the storm till his jest is comfortably finished, 
making each furious knock fit in to his elaborate conceit of 
Hell-gate. This tone of broad farce, with nothing else like it 
in the whole play, cornes as a single ray of common daylight 
to separate the agony of the dark night's murder from the 
agony of the struggle for concealment. The mixture of 
tones goes a stage further when opposing tones of passion 
clash in the saine incident and are fttsed together. These 
terres are, I think, scarcely metaphorical : as a physiological 
fact we see out physical susceptibility to pleasurable and 
painful emotions drawn into conflict with one another in the 
phenomena of hysteria ; and their mental analogues must be 
capable of much closer union. As examples of these effects 
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resting upon an appeal to opposite sides of our emotional 
nature at the saine time may be instanced the flash of comic 
irony, already referred to more than once, that starts up in 
the most pathetic moment of Antonio's trial by his friend's 
allusion to his newly wedded wife. Of the same double 
nature are the strokes of pathetic humour in this play; as 
where Antonio describes himself so worn with grief that he 
will hardly spare a pound of flesh to his bloody creditor ; or 
again his pun, 
For if the Jew do cut but deep enough 
I '11 pay it presently with all my heart! 
Shakespeare is very true to nature in thus borrowing the 
language of word-play to express suffering so exquisite as to 
leave sober language far behind. Finally Tone-Clash rises 
into Tone-Slorm in such rare climaxes as the centrepiece of 
Lear, where against a ternpest of nature as a fitting back- 
ground we have the conflict of three madnesses, passion, 
idiocy, and folly, bidding against one another, and inflaming 
each other's wildness into an inextricable whirl of frenzy. 
The idea of movement has next to be applied to Passion. 
Passion is experience as grasped by our emotional nature: 
this will be sensitive hOt only to isolated fragments of ex- 
perience, but equally to the succession of incidents. The 
movement of events wi!l produce a corresponding movement 
in our emotional nature as this is variously affected by them ; 
and as the succession of incidents seems to take direction so 
the play of our sympathies will seem to take form. Again, 
events cannot succeed one another without suggesting causes 
at work and controlling forces : when such causes and forces 
are of a nature to work upon our sympathy another element 
of Passion will appear. Under Passion-iIovement then are 
comprehended two things--JI[otive Form and JI[o/ive Force. 
The first of these is a thing in which two of the great elements 
of Drama, Passion, and Plot, overlap, and it will be best con- 
sidered in connection with Plot which takes in dramatic 
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forrn as a whole. Here we have to consider the lIotive Forces Ch. XllI. 
of drarnatic passion. The drarnatist is, as it were, a God in 
his universe, and disposes the ultirnate issues of hurnan ex- 
perience at his pleasure : what then are the principles which 
are found to bave governed his ordering of events? to 
personages in a drama what are the great deterrninants of 
rate ? 
The first of the great deterrninants of fate in the Drarna is loeticJus 
tice a fort t'oetic.lruslice. What exactly is the rneaning of this terrn ? It ofart- 
is often understood to rnean the correction of justice, as if beauty. 
justice in poetry were more just than the justice of real life. 
But this is not supported by the facts of drarnatic story. An 
English judge and jury would revolt against measuring out to 
Shylock the justice that is rneted to hirn by the court of 
Venice, though the sarne persons beholding the scene in a 
theatre rnight feel their sense of Poetic Justice satisfied; 
unless, indeed, which rnight easily happen, the confusion of 
ideas suggested by this terrn operated to check their acqui- 
escence in the issue of the play. A better notion of Poetic 
Justice is to understand it as the modification of justice by 
considerations of art. This holds good even where justice 
and retribution do deterrnine the fate of individuals in the 
Drarna; in these cases our drarnatic satisfaction still rests, 
hot on the high degree of justice exhibited, but on the artistic 
mode in which it works. A pohcernan catching a thief with 
his hand in a neighbour's pocket and bringing hirn to 
surnrnary punishment affords an exarnple of complete justice, 
yet its very success robs it of all poetic qualities; the sarne 
thief defeating all the natural machinery of the law, yet over- 
taken after all by a questionable ruse would be to the poetic 
sense far more interesting. 
Treating Poetic Justice, then, as the application of art to gVemesis 
a draaliz 
rnorals, its rnost important phase will be Nemesis, which we motive. 
have already seen involves an artistic link between sin and retri- 
bution. The artistic connection rnay be of the rnost varied 
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description. There is a Nemesis of perfect equality, Shylock 
reaping measure for measure as he has sown. When Nemesis 
overtook the Roman conspirators it was partly its suddenness 
that ruade it impressive : within fifty lines of their appeal to 
all rime they bave fallen into an attitude of deprecation. For 
Richard, on the contrary, retribufion was delayed to the last 
moment: to have escaped to the eleventh hour is shown to 
be no security. 
Jove strikes the Titans down 
Not when they first begin their mountain piling, 
But when another rock would crown their work. 

Nemesis may be emphasised by repetition and multiplication; 
in the world in which Richard is plunged there appears to be 
no event which is hot a nemesis. Or the point ma), be the 
unlooked-for source from which the nemesis cornes; as when 
upon the murder of Cesar a colossus of energy and resource 
starts up in the time-serving and frivolous Antony, whom the 
conspirators had spared for his insignificance. Or again, 
retribution may be ruade bitter to the sinner by his tracing 
in it his own act and deed : from Lear himself, and from no 
other source, Goneril and Regan bave received the power 
they use to crush his spirit. Nay, the very prize for which 
the sinner has sinned turns out in some cases the nemesis 
fate has provided for him ; as when Goneril and Regan use 
their ill-gotten power for the state intrigues which work their 
death. And most keenly pointed of ail cornes the nemesis 
that is combined with mockery: Macbeth, if he had hot 
essayed the murder of ]anquo as an extra precaution, might 
have enjoyed his stolen crown in safety; his expedition 
against Macduff's castle slays ail excel the fate-appointed 
avenger; Richard disposes of his enemies with flawless 
success until le last, Dorset, escapes to his rival. 
Such is Nemesis, and such are some of the modes in 
which the connection between sin and retribution may be 
ruade artistically impressive. Poetic Justice, however, is a 



wider terre than Nemesis. The latter implies some offence, Ca. XItI. 
as an occasion for the operation of judicial machinery. But, Poeli« 
apart from sin, fate may be out of accord with character, and Justice 
olher lhan 
the correction of this ill distribution will satisfy the dramatic Nemesi,. 
sense. But here again the practice of dramatic providence 
appears regulated, hot with a view to abstract justice, but to 
justice modified by dramatic sympathy: Poetic Justice ex- 
tends to the exhibition of fate moving in the interests of those 
with whom we sympathise and to the confusion of those 
with whom we are in antagonism. Viewed as a piece of 
equity the sentence on Shylock--a plaintiff who has lost his iv. i. 346- 
suit by an accident of statute-law--seems highly question-363. 
able. On the other hand, this sentence brings a fortune to 
a girl who has won our sympathies in spite of her faults ; 
it makes provision for those for whom there is a dramatic 
necessity of providing; above all it is in accord with our 
secret liking that good fortune should go with the bright and 
happy, and sever itself from the mean and sordid. Whether 
this last is justice, I will hOt discuss : it is enough that it is 
one of the instincts of the imagination, and in creative litera- 
turc justice must pay tribute to art. 
But hovever widely the terre be stretched, justice is only athos as a 
dramali« 
one of the determinants of fate in the Drama: confusion on molive. 
this point has led to many errors of criticism. The case of 
Cordelia is in point. ]3ecause she is involved in the ruin of 
Lear it is felt by some commentators that a consideration of 
justice must be sought to explain her death: they find it 
perhaps in her original resistance to her father; or the 
ingenious suggestion bas been ruade that Cordelia, in her 
measures to save her father, invades England, and this breach 
of patriotism needs atonement. But this is surely twisting 
the story to an explanation, hot extracting an explanation 
from the details of the story. It would be a violation of ail 
dramatic proportion, needing the strongest evidence from the 
details of the play, if Cordelia's ' most small fault' betrajyed 
$ 
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her to dramatic execution. And as to the sin aainst 
patriotism, the whole notion of itis foreign to the play itself, 
in which the truest patriots, such as Kent and Gloucester, 
are secretly confederate with Cordelia and look upon her as 
the hope of their unhappy country; while even Albany him- 
self, however necessary he finds it to repel the invader, yet 
distinctly feels that justice is on the other side. The fact is 
that in Cordelia's case, as in countless other cases, motives 
determine fate which have in them no relation to justice ; 
fiction being in this matter iu harmony with real life, 
where in only a minority of instances can we recognise 
any element of justice or injustice as entering into the 
fates of individuals. When in real life a little child 
dies, what consideration of justice is there that bears 
on such an experience? Nevertheless there is an irre- 

* The text in this passage is regarded as difficult by many editors, and 
is marked in the Globe Edition as corrupt. I do not see the difficulty 
of taking it as it stands, if regard be had to the general situation, in 
which (as Steevens has pointed out) Kent is reading the letter in dis- 
jointed snatches by the dina moonlight. Commentators seem to me to 
have increased the obscurity by taking 'enormous" in its rare sense of 
' irregular,'  out of order,' and making it refer to the state of England. 
Surely itis used in its ordinary meaning, and applies to France ; the 
clause in which it occurs being part of the actual evords of Cordelia's 
letter, vho naturally uses ' this' of the country from whieh she writes. 
Inverted commas vould make the connection dear. 
Approach, thou beacon to this under globe, 
That by thy comfortable beams I may 
Peruse this letter .---' Nothing almost sees miracles'-- 
'But misery'--I know 'tis from Cordelia, 
Who hath 'most fortunately been inform'd" 
Of my ' obscured course, and shall find time 
From this enormous state '--' seeking to give 
Losses their remedies,' &c. 
I. e. Cordelia promises she vill find leisure from the oppressive cares of 
her new kingdom to remedy the evils of England. Kent gives up the 
attempt to read ; but enough has been brought out for the dramatist's 
purpose at that particular stage, riz. to hint that Kent was in corre- 
spondence with Cordelia, and looked to her as the deliverer of England. 



sistible sense of beauty in the iea of the fleeting child-life 
arrested while yet n ifs completeness, belote the rude hand 
of rime has beun fo trace lines of passion or hardness the 
parent indeed may hOt feel this in the case of his own child, 
but in art, where there s no mist of indivdual feeling fo 
blind, the sense of beauty cornes out stronger than the sense 
of Ioss. If s the mission of the Drama thus fo interpret the 
beauty of fate: ff seeks, as Arstotle purs if, fo purify out 
emotions by healthy exercise. The Drama does vith human 
experience what Painting does with external nature. There 
are landscapes whose beauty is obvious to all ; but it is one of 
the privileges of the artist to reveal the charm that lies in the 
most ordinary scenery, until the ideal can be recognised 
everywhere, and nature itself becomes art. Similarly there 
are striking points in lire, such as the vindication of justice, 
which all can catch : but it is for the dramatist, as the artist 
in lire, to arrange the experience he depicts so as to bring 
out the hidden beauties of fate, until the trained eye sees a 
meaning in all that happens ;--until indeed the word ' surfer- 
ing" itself has only to be translated into its Greek equivalent, 
andpalhos is recognised as a form of beauty. Accumulation 
of Pathos then must be added to Poctic Justice as a deter- 
minant of fate in the Drama. And out sensitiveness to this 
form of beauty is nowhere more signally satisfied than when 
we see Cordelia dead in the arms of Lear: rate having mys- 
teriously seconded her self-devotion, and nothing, not even 
her life, being left out to make ber sacrifice complete. 
There remains a third great determinant of rate in the 
Drama--the Supernatural. I have in a former chapter 
pointed out hoxv in relation to this topic the modern Drama 
stands in a different position from that of ancient Tragedy. 
In the Drama of antiquity the leading motive forces were 
supernatural, either the secret force of Destiny, or the inter- 
position of supernatural beings who directly interfered with 
human events. We are separated from this view of lire by a 
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revolution of thought which has substituted Providence for 
Destiny as the controller of the universe, and absorbed the 
supernatural within the domain of Law. Yet elements that 
had once entered so deeply into the Drama would not be 
easily lost to the machinery of Passion-Movement ; superna- 
rural agency has a degree of recognition in modern thought, 
and even Destiny may still be utilised if it can be stripped of 
antagonism to the idea of a benevolent Providence. To 
begin with the latter : the problem for a modern dramatist is 
to reconcile Desti,y with Law. The characteristics which 
ruade the ancient conception of rate dramatically impressive-- 
its irresistibility, its unintelligibility, and its suggestion of 
personal hostility--he may still insinuate into the working of 
events: only the destiny must be rationalised, that is, the 
course of events must at the saine rime be explicable by 
natural causes. 
First : Shakespeare gives us Destiny acting objectively, as 
an external force, in the form of Iro3,, already discussed in 
connection with the standard illustration of it in Iacbelh. 
In the movement of this play Destiny appears in the most 
pronounced form of mockery: every difficulty and check 
being in the issue converted into an instrument for furthering 
the course of events. Yet this mockery is wholly without 
any suggestion of malignity in the governing power-of the 
universe; its effect being rather to measure the irresistibility 
of righteous retribution. This Irony makes just the differ- 
ence between the ordinary operations of Law or Providence 
and the suggestion of Destiny : yet each step in the action is 
sufficiently explained by rational considerations. What more 
natural than that Duncan should proclaim his son heir- 
apparent to check any hopes that too successful service 
might excite ? Yet what more natural than that this loss of 
Macbeth's remote chance of the crown should be the occa- 
sion of his resolve no longer to be content with chances ? 
What more natural than that the sons of the murdered king 



should take flight upon the revelation of a treason useless to Ch. Xlll. 
its perpetrator as long as they xvere living ? Yet what again 
more natural than that the momentary reaetion eonsequent 
upon this flight should, in the general fog of suspicion and il. iv. 
terror, give opportunity to the objeet of universal dread 
himself to take the reins of government? The Irony is 
throughout no more than a garb worn by rational history. 
Or, again, Destiny may be exhibited as a subjective force As a sub- 
in Infalualion, or Judicial th)tdness : ' whom the godsJe/tve. . 
would destroy they first blind.' This was a conceptionfatuation. 
specially impressive to ancient ethics; the lesson it gathered 
from almost every great fall was that of a spiritual darkening 
which hid from the sinner his oxvn danger, obvious to every 
other eye, till he had been tempted beyond the possibility of 
retreat. 
Falling in frenzied guilt, he knows it not; 
So thick the blinding cloud 
That o'er him floats; and Rumoar widely spread 
With many a sigh repeats the dreary doom, 
A mist that o'er the house 
In gathering darkness broods. 
Such Infatuation is very far from being inconsistent with the 
idea of Law; indeed, it appears repeatedly in the strong 
figures of Scriptural speech, by which the ripening of sin to 
its own destruction--a merciful law of a righteously-ordered 
universe--is suggested as the direct act of Him who is the 
founder of the universe and its laws. ]3y such figures God 
is represented as hardening Pharaoh's heart ; or, again, an 
almost technical description of Infatuation is put by the 
fervour of prophecy into the mouth of God : 
Make the heart of this people fat, and make their ears heavy, and shut 
their eyes ; lest they see with their eyes, and hear with their ears, and 
understand with their heart, and convert, and be healed. 
In the case of liacbeth the judicial blindness is main- 
tained to the last moment, and he pauses in the final combat v. viii. J 3. 
to taunt Macduff with certain destruction. Yet, while we 
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thus get the full dramatic effect of Infatuation, it is so far 
rationalised that we are allowed to see the machinery by 
which the Infatuation has been brought about : we have heard 
the Witches arrange to deceive lIacbeth with false oracles. 
A very dramatic, but wholly natural, example of Infatuation 
appears at the turning-point of Richard's career, where, when 
he has just discovered that Richmond is the point from 
which the storm of Nemesis threatens to break upon him, 
prophecies throng upon his memory which might have 
ail lais life warned hitn of this issue, had he not been blind 
to them till this moment. Again, Antonio's challenge to 
Shylock to do his worst is, as I have already pointed out, an 
outburst of ]yrt's, the insolence of Infatuation: but this is 
no more than a natural outcome of a conflict between two 
implacable temperaments. In Infatuation, then, as in ail its 
other forms, Destiny is exhibited by Shakespeare as har- 
monised with natural law. 
Besides Destiny the Shakespearean Drama admits direct 
supernatural agencies--witches, ghosts, apparitions, as well 
as portents and violations of natural law. It appears to 
me idle to contend that these in Shakespeare are not really 
supernatural, but must be interpreted as delusions of their 
victims. There may be single cases, such as thê appearance 
of Banquo to Macbeth, where, as no eye sees it but his own, 
the apparition may be resolved into an hallucination. But 
to determine Shakespeare's general practice it is enough to 
point to the Ghost in Hamlel, which, as seen by three persons 
at once and on separate occasions, is indisputably objective : 
and a single instance is sufficient to establish the assumption 
in the Shakespearean Drama of supernatural beings with a 
rêal existence. Zeal for Shakespeare's rationality is a main 
source of the opposite view; but for the assurnption of 
such supernatural existences the responsibility lies not with 
Shakespeare, but with the opinion of the age he is pourtraying. 
A more important question is how far Shakespeare uses such 
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supernatural agency as a motive force in his plays; how far 
does he allow it to enter into the working of events, for the 
interpretation of vhich he is responsible ? On this point 
Shakespeare's usage is clear and subtle : he uses the agency 
of the supernatural to intensify and to illuminate human 
action, hot to determine it. 
Supernatural agency intensifying human action is illus- 
trated in 3Iac&elh. No one can seriously doubt the objective 
existence of the Witches in this play, or that they are en- 
dowed with superhuman sources of knowledge. But the 
question is, do they in reality turn Macbeth to crime ? In 
one of the chapters devoted to this play I have dwelt on the 
importance of the point that Macbeth bas been already me- 
ditating treason in his heart when he meets the Witches on 
the heath. His secret thoughts--which he betrays in his 
guilty start--have been an invitation to the povers of evil, 
and they bave obeyed the summons : Macbeth has alreadv 
ventured a descent, and they add an impulse downward. To 
bring this out the more clearly, Shakespeare keeps Banquo 
side by side with Macbeth through the critical stages of the 
temptation: Banquo bas ruade no overtures to temptation, 
and to him the tempters have no mission. It is noticeable 
that where the two varriors meet the Witches on the heath 
it is Banquo who begins the conversation. 
.anquo. How far is 't called to Forres ? 
No answer. The silence attracts his attention to those he is 
addressing. 
What are these 
So wither'd and so wild in their attire, 
That look not like the inhabitants o' the earth, 
And yet are on't? 
Still no answer. 
Live you ? or are you aught 
That man may question ? 
They signify in dumb show that they may hot answer 
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You seem to understand me, 
By each at once her chappy finger laying 
Upon her skinny lips: you should be women, 
And yet your beards forbid me to interpret 
That you are so. 
Still he can draw no answer. At last vacbeth chimes in : 
Speak, if you can: what are you? 
The tamperer with temptation has spoken, and in a moment 
they break out, 'Ail bail, lIacbeth !' and ply their super- 
natural task. Later on in the scene, when directly challenged 
by Banquo, they do respond and give out an oracle for him. 
But into his upright mind the poison-germs of insight into 
the future fall harmlessly; it is because lIacbeth is already 
tainted that these breed in him a lever of crime. In the 
second incident of the Witches, so far from their being the 
tempters, it is 1Hacbeth who seeks them and forces from 
them knowledge of the future. Yet, even here, what is 
the actual effect of their revelation upon lIacbeth ? Itis, 
like that of his air-drawn dagger, only to marshal him along 
the way that he is going. They bid him beware lHac- 
duff: he answers, ' Thou hast harp'd my fear aright.' 
They give him preternatural pledges of safety : are these a 
help to him in enjoying the rewards of sin ? Od the con- 
trary, as a matter of fact we find lIacbeth, in panic of sus- 
picion, seeking security by means of daily butchery; the 
oracles bave produced in him confidence enough to give 
agony to the bitterness of his betrayal, but hOt such con- 
fidence as to lead him to dispense with a single one of the 
natural bulwarks to tyranny. The function of the Witches 
throughout the action of this play is exactly expressed by a 
phrase Banquo uses in connection with them : they are only 
' instruments of darkness,' assisting to carry forward courses 
of conduct initiated independently of them. lIacbeth bas 
ruade the destiny which the Witches reveal. 
Again, supernatural agency is used to illuminate human 
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action: the course of events in a drarna not ceasing to obey 
natural causes, but becoming, by the addition of the super- 
namral agency, endowed with a new art-beauty. The great 
example of this is the Oracular Action. This important 
elernent of dramatie effect--how it consists in the working 
out of Destiny frorn rnystery to clearness, and the different 
forms it assumes--bas been diseussed at length in a former 
chapter. The question here is, how far do we find such 
superhurnan knowledge used as a force in the rnovernent of 
events? As Shakespeare handles oracular rnachinery, the 
conditions of natural working in the course of events are 
hOt in the least degree altered by the revelation of the 
future. The actor's belief (or disbelief) in the oracle may be 
one of the circurnstances which have influenced his action-- 
as it would have donc in the real life of the age--but to the 
spectator, to whorn the Drama is to reveal the real govern- 
ing forces of the world, the oracular action is presented hOt 
as a force but as a light. It gives to a course of events the 
illurnination that can be in aetual fact given to it by History, 
the office of which is to rnake each detail of a story interest- 
ing in the light of the explanation that cornes when all the 
details are complete. Only it uses the supernatural agency to 
project this illurnination into the rnidst of the events thern- 
selves, vhich History cannot give till they are concluded ; 
and also it carries the art-effect of such illurnination a stage 
further than History could carry it, by rnaking it progressive 
in intelligibility, and rnaking this progress keep pace with the 
progress of the events thernselves. Fate will allow none but 
Macduff to be the slayer of Macbeth. True : but Macduff 
(who rnoreover knows nothing of his destiny) is the rnost 
deeply injured of Macbeth's subjects, and as a fact we find 
it needs the news of his injury to rouse him to his task ; as 
he approaches the battle he feels that the ghosts of his wife 
and children will haunt hirn if he allows any other to be the 
tyrant's executioner. Thus far the interpretation of Histor)' 
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might go: but the oracular machinery introduced points 
dimly to IIacduff before the first breath of the King's sus- 
picion bas assailed him, and the suggestiveness becomes 
clearer and clearer as the convergence of events carries the 
action to its climax. The natural working of human events 
has been undisturbed: only the spectator's mind has been 
endowed with a special illumination for receiving them. 
In another and very different way we bave supernatural 
agency called in to throw a peculiar illumination over 
human events. In dealing with the movement of Juh'us 
Ccesar I have described at length the çupernalural Back- 
ground of storm, tempest, and portent, which assist the emo- 
tional agitation throughout the second stage of the action. 
These are clearly supernatural in that they are ruade to sug- 
gest a mystic sympathy with, and indeed prescience of, mu- 
tations in human lire. Yet their function is simply that of 
illumination: they cast a glow of emotion over the spectator 
as he watches the train of events, though ail the while the 
action of these events remains within the sphere of natural 
causes. In narrative and lyric poetry this endowment of 
nature with human sympathies becomes the commonest of 
poetie devices, personification ; and here it never suggests 
anything supernatural because it is so clearly recognised as 
belonging to expression. But 'expression' in the Drama 
extends beyond language, and takes in presentation ; and it 
is only a device in presentation that tumu]t in nature and 
tumult in history, each perfectly natural by itself, are ruade 
to have a suggestion of the supernatural by their coin- 
cidence in time. After ail there is no real meaning in storm 
any more than in calm weather, only that contemplative 
observers bave transferred their own emotions to particular 
phases of nature: it would seem, then, a very slight and 
natural reversal of the process to call in this humanised 
nature to assist the emotions which bave created it. 
In these various forms Shakespeare introduces super- 
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natural agency into his dramas. In my discussion of them Crt. xIII. 
it will be understood that I ara not in the least endeavouring 
to explain away the reality of their supernatural character. 
lXIy purpose is to show for how small a proportion of his 
total effect Shakespeare draws on the supernatural, allowing it 
to carry further or to illustrate, but hOt to mould or determine 
a course of events. It will readily be granted that he brings 
effect enough out of a supernatural incident to justif)' the use 
of it to our rational sense of economy. 
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2Plot as the 
a/plication 
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E noxv corne to the third great division of Dramatic 
Criticism--Plot, or the purely intellectual side of 
action. Action itself has been treated above as the mutual 
connection and interweaving of all the details in a work of 
art so as to unite in an impression of unity. But we have 
found it impossible to discuss Character and Passion en- 
tirely apart from such action and interworking: the details 
of human interest become dramatic by being permeated with 
action-force. When however this mutual relation of all the 
parts is looked at by itself, as an abstract interest of design, 
the human life being no more than the material to which 
this design is applied, then we get the interest of Plot. So 
defined, I hope Plot is suffiiently removed from the vulgar 
conception of it as sensational mystery, which has donc so 
much to lower this element of dramafic effect in the eyes of 
literary students. If Plot be understood as the extension of 
design to the sphere of human life, threads of experience 
being woven into a symmetrical pattem as truly as vari- 
coloured thmads of wool are woven into a piece of wool- 
work, then the conception of it will corne out in its truc 
dignity. What else is snch reducfion to order than the 
meeting-point of science and art? Science is engaged in 
tracing rhythmic movements in the beautiful confusion of 
the heavenly bodies, or reducing the bewildering variety of 
external nature to regular species and nice gradations of life. 
Similarly, art continues the work of creation in calling ideal 
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order out of the chaos of things as they are. And so the ci« xIv. 
tangle of lire, with its jumble of conflicting aspirations, its 
crossing and twisting of contrary motives, its struggle and 
partnership of the whole human race, in which no two 
dividuals are perfecfly alike and no one is wholly independ- 
ent of the rest--this has gradual]y in the course of ages been 
laboriously traced by the scientific historian into some such 
harmonious plan as evolution. But he finds himself long 
ago anticipated by the dramatic artist, who has touched 
crime and seen it link itself with nemesis, who has trans- 
formed passion into pathos, who has received the shapeless 
facts of reality and returned them as an ordered economy of 
design. This application of form to human lire is Plot : 
and Shakespeare has had no higher task to accomplish than 
in his revolutionising our ideas of Plot, until the old critical 
conceptions of it completely broke down when applied to 
his dramas. The appreciation of Shakespeare will not be 
complete until he is seen to be as subtle a weaver of plots as 
he is a deep reader of the human heart. 
We have to consider Plot in its three aspects of unity', 
complexity, and development. The simplest element u-fpliedt°291ot. 
Plot is the Single tclt'on, which may be defined as any train The Single 
of incidents in a drama which tan be conceived as a separate Action. 
whole. Thus a series of details bringing out the idea of a 
crime and its nemesis will constitute a Nemesis Action, an 
oracle and its fulfilment will make up an Oracular Action, a 
problem and its solution a Problem Action. Throughout 
the treatment of Plot the root idea of pallern should be 
steadily kept in mind : in the case of these Single Actions-- 
the units of Plot--we have as it were the lines of a geo- 
metrical design, ruade up of their details as a geometrical 
line is made up of separate points. The iWorm of a dramatic Forms of 
action---the shape of the line, so to speak--will be that Dramali« 
Action. 
which gives the train of incidents its distinctiveness: the 
nemesis, the oracle, the problem. An action may get its 
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distinctiveness from its tone as a Comic Action or a Tragic 
Action; or it may be a Character Action, when a series of 
details acquire a unity in bringing out the character of 
Hastings or Lady Macbeth ; an action may be an Intrigue, 
or the Rise and Fall of a person, or simply a Story like the 
Caskets Story. Finally, an action may combine several 
different forms at the saine time, just as a geometrical line 
may be at once, say, an arch and a spiral. The action that 
traces Macbeth's career has been treated as exhibiting a 
triple form of Nemesis, Irony, and Oracular Action ; further, 
it is a Tragic Action in tone, it is a Character Action in its 
contrast with the career of Lady Macbeth, and it stands in 
the relation of Main Action to others in the play. 
Now ,chat I have called Single Action constituted the 
whole conception of Plot in ancient Tragedy; in the 
Shakespearean l)rama it exists only as a unit of Complex 
Action. The application of complexity to action is ren- 
dered particularly easy by the idea of pattern, patterns which 
appeal to the eye being more often ruade up of several lines 
crossing and interweaving than of single lines. Ancient 
tragedy clung to 'unity of action,' and excluded such matter 
as threatened to set up a second interest in a play. Modern 
Plot has a unity of a much more elaborate order, perhaps 
best expressed by the word harmony--a harmony of distinct 
actions, each of which has its separate unit)'. The illus- 
tration of harmony is suggestive. Just as in musical har- 
mony each part is a melody of itself, though one of them 
leads and is lhe melody, so a modern plot draws together 
into a common system a Main Action and other inferior yet 
distinct actions. Moreover the step from melody alone to 
melody harmonised, or that from the single instruments of 
the ancient world to the combinations of a modern orchestra, 
marks just the difference between ancient and modern art 
which we find reflected in the different conception of Plot 
held by Sophocles and by Shakespeare. Shakespeare's 
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plots are federations of plots : in his ordering of dramatic Cit. xIV. 
events we trace a common self-government made out of 
elements which have an independence of their own, and at 
the saine time merge a part of their independence in coin- 
mon action. 
The foundation of critical treatmeut in the matter of Plot ¢tnalysis 
is the Analysis of Complex Action into its constituent Single * ,4ction. 
Actions. This is easy in such a play as Yehe [«r«hant of 
Venice. Here two of the actions are stories, a form of 
unity readily grasped, and which in the present case had an 
independent existence outside the play. These identified and 
separated, it is easy also to see that Jessica constitutes a 
fresh centre of interest around which other details gather 
themselves; that the incidents in which Launcelot and 
Gobbo are concerned are separable from these; while the 
matter of the rings constitutes a distinct episode of the 
Caskets Story: already the junction of so many separate 
stories in a common working gratifies our sense of design. 
In other plays where the elements are not stories the in- 
dividuality of the Single Actions will not always be so posi- 
tive: ail would readily distinguish the Lear Main plot from 
the Underplot of Gloucester, but in the subdivision of these 
difference of opinion arises. In an Appendix to this 
chapter I have suggested schemes of Analysis for each of 
the rive plays treated in this work: I may here add four Canozs of 
remarks. () Any series of details which can be collected .4nalysis. 
Analysis 
from various parts of a drama to make up a common in-tentative 
terest may be recognised in Analysis as a separate action, not posi- 
tire. 
It follows from this that there may be very different modes 
of dividing and arranging the elements of the saine plot: 
such Analysis is not a matter in which we are to look for 
right or wrong, but simply for better or worse. No scheme 
will ever exhaust the wealth of design which reveals itself in 

* See note on page 74. 
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a play of Shakespeare ; and the value of Analysis as a critical 
process is hot confined to the scheme it produces, but in- 
cludes also the insight which the mere effort to analyse a drama 
gives into the harmony and eonnection of its parts. (z) The 
essence of Plot being design, that will be the best scheme of 
Analysis which best brings out the idea of symmetry and 
design. (3) Analysis must be exhaustive: every detail in 
the drama must find a place in some one of the actions. 
(4) The constituent actions will of course not be mutually 
exclusive, many details being eommon to several actions : 
these details are so many meeting-points, in which the lines 
of action cross one another.--With these suflïciently obvious 
principles I must leave the schemes of analysis in the 
Appendix to justify themselves. 
In the process of analysis we are led to notice special 
forms of action : in particular, the Enveloping Ac/ion. This 
interesting element of Plot may be described as the fringe, 
or border, or frame, of a dramatie pattern. It appears when 
the personages and incidents which make up the essential 
interest of a play are more or less loosely involved with 
some interest more wide-reaching than their own, though 
more vaguely presented. It is seen in its simplest form 
where a story occupied with private personages connects 
itself at points with public history: homely life being thus 
wrapped round with life of the great world ; fiction having 
reality given to it by ifs being set in a frame of accepted 
fact. We are familiar enough with it in prose fiction. 
Almost all the Waveçley Novels have Enveloping Actions, 
Scott's regular plan being to entangle the fortunes of in- 
dividuals, which are to be the main interest of the story, with 
public events which make known history. Thus in Wood- 
«lock a Cavalier maiden and her Puritan loyer become, as 
the story proceeds, mixed up in incidents of the Common- 
wealth and Restoration; or again, the plot of ?edgauntlet, 
which consists in the separate adventures of a pair of Scotch 



ThrJ J2VI'£ZOPLVG 4CTIO2V. 273 
friends, is brought to an issue in a Jacobite risîng in which Ci« xIv. 
both become involved. The Enveloping Action is a favour- 
ire element in Shakespeare's plots. In the former part of 
the book I have pointed out how the War of the Roses 
forms an Enveloping Action to Rtchard III; how its con- 
nection with the other actions is close enough for it to catch 
the common feature of Nemesis; and how it is marked 
with special clearness by the introduction of Queen ]Iargaret 
and the Duchess of York to bing out its opposite sides. 
In .]lace/h there is an Enveloping Action of the super- 
natural centring round the Witches: the human workings 
of the play are wrapped in a deeper working out of destiny, 
with prophetic beings to keep it before us. JMius Ccesar, 
as a story of political conspiracy and political reaction, is 
furnished with a loose Enveloping Action in the passions of 
the Roman mob: this is a vague power outside recognised 
political forces, appearing at the beginning to mark that 
certainty in public lire which can drive even good men to con- 
spiracy, while from the turning-point it furnishes the force 
the explosion of which is ruade to secure the conspimtors' 
downfall. A typical example is to be round in JLear, l the 
more ffpical from the fact that it is by no means a pro- 
minent interest in the play. The Enveloping Action in this 
drama is the French War. The seeds of this war are sown 
in the opening incident, in which the French King receives 
his wife from Lear with scarcely veiled insult : it troubles i. i. 265 
Gloucester in the next scene that France is 'in choler parted." i. ii. 23. 
Then we get, in the second Act, a distant hint of rupture 
from the letter of Cordelia read by Kent in the stocks. In 
the other scenes of this Act the only political question is of 
' likely wars toward' between the English dukes ; but at the il. i. 
beginning of the third Act Kent directly connects these 
quarrels of the dukes with the growing chance of a war with iii. i. 9- 
France : the French bave had intelligence of the ' scattered 34. 
kingdom,' and bave been ' wise in our negligence.' In this 
T 
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Act Gloucester confides to Edmund the feeIer he has re- 
ceived from France, and his trustfulness is the cause of his 
downfall; F.dmund treacherously reveals the confidence to 
Cornwall, anti makes it the occasion of his fise. Gloucester's 
measures for the safety of Lear have naturally a connection 
with the expected invasion, and he sends him to Dorer to 
find welcome and protection. The final scene of this Act, 
devoted to the crucl outrage on Gloucester, shows from its 
very commencement the important connection of the En- 
veloping Action with the test of the play : the French anny 
bas landed, and it is this which is felt to make Lear's escape 
so important, and which causes such signal revenge to be 
taken on Gloucester. Throughout the fourth Act ail the 
threads of interest are becoming connected with the invading 
army at Dorer ; if this Act has a separate interest of ifs own 
in F.dmund's intrigues with both Goneril and Regan at once, 
yet these intrigues are possible only because F.dmund is 
hurrying backwards and forwards between the princesses in 
the measures of military preparation for the battle. The 
fifth Act has ifs scene on the battlefield, and the double 
issue of the battle stamps itself on the whole issue of the 
play: the death of Lear and Cordelia is the result of the 
French defeat, while, on the other hand, all who were to 
reap the fruits of guilt die in the hour of victory. Thus 
this French War is a model, of Enveloping Action--outside 
the main issues, )'et loosely connecting itself with every 
phase of the movement ; originating in the incident which is 
the origin of the whole action ; the possibility of it developed 
by the progress of the Main story, alike by the cruelty 
shown to Lear and by the rivalry between his daughters; 
the fear of it playing a main part in the tragic side of the 
Underplot, and the preparation for it serving as occasion 
tbr the remaining interest of intrigue ; finally, breaking out 
as a reality in which the whole action of the play merges. 
From Analysis we pass naturally to -EconomA'. Considered 
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in the abstract, as a phase of plot-beauty, Economy may be CH. XIV 
defined as that perfection of design which lies midway be- Economy.- 
tween incompleteness and waste. Its formula is that a play supple- 
mentary to 
must be seen to ¢ontain ail the details necessary to the Analysis. 
uni,y, no detail superftuous to the unity, aud ea«h detail 
expanded in exact proportion toits bearing on the unity. 
In practice, as a branch of treatment in Shakespeare- 
Criti¢ism, E¢onomy, like Analysis, deals with ¢omplexity of 
plot. The two are supplernentary to one another. The one 
resolves a ¢omplexity into its elements, lhe other traces the 
unity running through these elements. Analysis distinguishes 
the separate actions which make up a plot, while E¢onomy 
notes the v,rious bonds between these actions and the way 
in which they are brought into a ¢ommon system : it bing 
clear that the more the separateness of the different interests 
can be reduced the richer will be the e¢onomy of design. 
It will be enough to note tbree E¢onomi¢ Forms. The Economic 
first is simple Conneclion: the actual contact of action Forms. 
Connection 
with action, the separate lines of the pattern meeting at 
various points. In other words, the different actions have 
details or personages in common. Bassanio is clearly a 
bond between the two main stories of The 3[erchan! of 
Venice, in both of which he figures so prominently ; and it has 
been pointed out that the scene of Bassanio's successful choice 
is an incident with which all the stories which enter into the 
action of the play connect themselves. There are Z)tk and Zink- 
Personages, who have a special function so to connect 
stories, and similarly Zt'nk Aclions: Gloucester in the play 
of Lear and the Jessica Story in TAc 3[«rchan of Vent'ce are 
examples. Or Connection may corne by the interweaving 
of stories as they progress : they alternate, or fill, so to 
speak, each other's interstices. Where the Story of the fromii.i.to 
Jew halts for a period of three months, the elopement of iii'il" 39. 
Jessica cornes to occupy the interval; or again, scenes 
from the tragedy of the Gloucester family separate scenes 
T 
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from the tragedy of Lear, until the two tragedies have 
become mutually entangled. ]ïnvelopment too serres as a 
kind of Connection : the actions which make up such a play 
as Richard III gain additional compactness by their being 
merged in a common ]ïnveloping Action. 
Another Form of Economy is .Dcpendence. This terre ex- 
presses the relation between an underplot and main plot, 
or between subactions and the actions to which they are 
subordinate. The lïact that Gloucester is a follower of 
Lear--he would appear to have been his court chamber- 
lain--makes the story of the Gloucester family seem to spring 
out of the story of the Lear family; that we are hot called 
upon to initiate a fresh train of interest ministers to our 
sense of Economy. 
But in the Shakespearean Drama the most important 
Economic Form is S.ymmdry : between different parts of a 
design symmetry is the closest of bonds. A simple form of 
Symmetry is the .Balance of actions, by which, as it were, 
the mass of one story is ruade to counterpoise that of an- 
other. If the Caskets Story, moving so simply to ils goal 
of success, seems over-weighted by the thrilling incidents of 
the Jew Story, we find that the former has by way of com- 
pensation the Episode of the Rings rising out of its close, 
while the elopement of Jessica and her reception at Bel- 
mont transfers a whole batch of interests from the Jew side 
of the play to the Christian side. Or again, in a play such 
as IU'acbelh, which traces the Rise and Fall of a personage, 
the Rise is accompanied by the separate interest of Banquo 
till he falls a victim toits success ; to balance tbis we have 
in the Fall blacduff, who becomes important only after 
Banquo's death, and from that point occupies more and 
more of the field of view until he brings the action to a 
close. Similarlv in _truhus Ccesar the victim himself do- 
minates the first half; Antony, his avenger, succeeds to his 
position for the second half. More important than Balance 
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aS forms of Symmetry are taralleh'sm and Contrasl of 
actions. Both are, to a certain extent, exemplified in the 
plot of 3Iac3elh : the triple form of Nemesis, Irony, and Ora- 
cular binding together all the elements of the plot down to 
the Enveloping Action illustrates Parallelism, and Contrast 
bas been shown to be a bond between the interest of Lady 
Macbeth and of her husband. But Parallelism and Contrast 
are united in their nlost typical fornls in Lear, which is at 
once the nlost intricate and the most symmetrical of Shake- 
spearean dramas. A glance at the scheme of this plot shows 
its deep-seated parallelism. A Main story in the family of 
Lear has an Underplot in the family of Gloucester. The 
Main plot is a problem and its solution, the Underplot is an 
intrigue and its nemesis. Each is a system of four actions : 
there is the action initiating the problem with the three 
tragedies which make up its solution, there is again the 
action gelaerating the intrigue and the three tragedies 
which constitute its nemesis. The threefold tragedy in 
the Main plot has its elements exactly analogous, each to 
each, to the threefold tragedy of the Underplot: Lear and 
Gloucester alike reap a double nemesis of evil from the 
children they have favoured, and good from the children they 
have wronged; the innocent Cordelia has to surfer like the 
innocent Edgar; alike in both stories the gains of the 
wicked are round to be the means of their destruction. ]ïven 
in the subactions, which have only a temporary distinctness 
in carrying out such elaborate interworking, the saine 
Parallelism manifests itself. They run in pairs : where Kent 
has an individual mission as an agency for good, Oswald 
runs a course parallel with him as an agency for evil ; of the 
two heirs of Lear, Albany, after passively representing the 
good side of the Main plot, has the function of presiding 
over the nemesis which cornes on the evil agents of the 
Underplot, whiie Cornwall, who is active in the evil of the 
Main plot, is the agent in bringing suffering on the good 
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1NTE-REST OF .PLOT. 

victims of the Underplot; once more from opposite sides 
of the Lear story Goneril and Regan work in parallel in- 
trigues to lheir destruction. Every line of the pattern runs 
parallel to some distant line. Further, so fundamental is the 
symmetry that we have only to shiff the point of view and 
the Parallelism becomes Contrast. If the family histories 
be arranged around Cordelia and Edmund. as centres of 
good and evil in their different spheres, we perceive a sharp 
antithesis between the two stories extending to every detail: 
though stated already in the chapter on Zear, I should like 
to state it again in parallel columns to doit full justice. 

In the I[AII PLOT a 
Daughter, 
Who hasreceivednothing 
but t-Iarm from ber 
father, 
Who bas had her po- 
sition unjustly tom 
from ber md given 
to ber undeserving 
elder Sisters, 
Nevertheless sacrifices 
helself to save the 
Father who did the 
injury from the Sis- 
tels who proflted by 
it. 

In the U/qDERPLOT a 
Son, 
Wh o has received nothing 
but Good from his 
father, 
Who has, contrary to jus- 
tice, been advanced 
to the position of an 
innocent elder ]3ro- 
ther he had ma- 
ligned, 
Nevertheless is seeking 
the destnlction ofthe 
Father who did him 
the unjust kindness, 
when he falls by the 
hand of the Brother 
who was wronKed by 
it. 

The play of Lear is itself sufficient to suggest to the critic 
that in the analysis of Shakespeare's plots he may safely ex- 
pect to find symmetry in proportion to their intricacy. 
!'Iovement applied to Plot becomes «]çolive Form : without 
its being necessary to take the play to pieces Motive Form is 
the impression of design left by the succession of incidents 
in the order in which they actually stand. The succession 
of incidents may suggest progress to a goal, as in the 
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Cskets Story. This is preeminently Simple * Movement: 
the Line of lX[otion becomes a sla-aight line. We get the 
next step by the variation that is ruade when a curved line is 
substituted for a straight line: in other words, when the 
succession of incidents reaches its goal, but only after a 
diversion. This is what is known as Comph'cation and l?cso- 
luh'on. A train of events is obstructed and diverted from 
what appears its natural course, which gives the interest 
of Complication: after a rime the obstruction is removed 
and the natural course is restored, which is the Resolution 
of the action: the Complication, like a musical discord, 
having existed only for the sake of being resolved. No 
clearer example could be desired than that of Antonio, 
whose career when we are introduced to it appears to be 
that of leading the money-market of Venice and extending 
patronage and protection all around; by the entanglement 
of the bond this career is checked and Antonio turned into 
a prisoner and bankrupt; then Portia cuts the knot and 
Antonio becomes ail he has been before. Or again, the 
affianced intercourse of Portia and Bassanio begins with an 
exchange of rings ; by the cross circumstances connected with 
Antonio's trial one of them parts with this token, and the result 
is a comic interruption to the smoothness of lovers' life, until 
by Portia's confession of the ruse the old footing is restored, v. i. 266. 
Such Complicated Movement belongs entirely to the Action- 
Action side of dramatic effect. It rests upon design and l[oz,ement 
distin - 
the interworking of details; its interest lies in obstacles in-ffuisbed 
ri-oto Pas- 
terposed to be removed, doing for the sake of undoing, en- sion-glIo,e- 
tanglement for its own sake ; in its total effect it ministers to ment. 
a sense of intellectual satisfaction, like that belonging to a 
musical fugue, in which every opening suggested has been 
sufficiently followed up. We get a movement of quite a 
different kind when the sense of design is inseparable from 
effects of passion, and the movement is, as it were, traced in 
 Sec note on page 74- 
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CH. XIV. OUt emofional nature. In this case a growing strain is put 
upon out sympathy which is not unlike Cmplication. But 
no Resolution follows: the fise is ruade fo end in fall, the 
progress leads to ruin; in place of the satisfaction that 
cornes from restoring and unloosing is substituted a fresh 
appeal to out emotional nature, and from agitation we pass 
only to the calmer emotions of pity and awe. There is 
thus a _Passion-«Ioz,emenl distinct ri'oto Mclion-2]l'ovemenl; 
and, analogous to the Complication and Resolution of the 
Ihe Line latter, Passion-Movement bas its Strzt'n and Ieaclion. The 
,fPassion Line of Passion bas its various forlns. A chapter bas been 
a RegMar 
ArcAt, devoted to illustrating one form of Passion-3Iovement, which 
may be called the ]g«gular Arch--if we may found a tech- 
nical terre on the happy illustration of Gervinus. The 
example was taken from the play of .[uh'us C6esar, the 
emotional effect in which was shown to ps from calm 
intcrest to greater and greater degree of agitation, until after 
culminating in the centre it softens down and yields to the 
different calmness of pity and acquiescence. The move- 
an Inclined ment of Igichard III and many other dramas more re- 
ïlane sembles the form of an Inclined _Plane, the turn in the emo- 
iv. ii. 4 6. tion occurring long past the centre of the play. Or again, 
or a Wave there is the Waz,e Zine of emotional distribution, made by 
Line. repeated alternations of strain and relief. This is a form 
of Passion-Movement that nearly approaches Action-More- 
ment, and readily goes with it in the saine play ; in The 
dmnl of léme the union of the two stories gives such aher- 
nate Strain and Relief, and the Episode of the Rings cornes 
as final Relief to the final Strain of the trial. 
For The distinction between Action-Movement and Passion- 
' Comedy." Movement is of special importance in Shakespeare-Criticism, 
 Tragedy,' 
subslitute, inasmuch as it is the real basis of distinction between 
in the case the two main classes of Shakespearean dramas. Everv one 
spearc, feels that the terms Comedy and Tragedy are inadequate, 
and indeed absurd, when applied to Shakespeare. The dis- 



tinction these terrns express is one of Tone, and they were 
quite in place in the ancient I)rarna, in which the comic 
and tragic tones xvere kept rigidly distinct and were hOt 
allowed to rningle in the same play. Applied to a branch of 
I)rarna of which the leading characteristic is the complete 
Mixture of Tones the terres necessarily break down, and the 
so-called ' Cornedies' of The lerchanl of Veto'ce and «leasure 
for ]I«asure contain sorne of the rnost tragic effects in 
Shakespeare. The true distinction between the two kinds 
of plays is one of Movement, hot Tone. In The ]Ierchant 
of Venice the leading interest is in the complication of An- 
tonio's fortunes and its resolution by the device of Portia. 
In all such cases, however perplexing the entanglement of 
the complication rnay bave become, the ultimate effect of 
the whole lies in the resolution of this cornplication ; and 
this is an intelleetual effect of satisfaction. In the plays 
ealled Tragedies there is no such return from distraction to 
reeovery : our sympathy having been worked up to the emo- 
tion of agitation is relieved only by the ernotion of pathos or 
despair. Thus in these two kinds of drarnas the impression 
which to the spectator overpowers all other irnpressions, and 
gives individuality to the particular play, is this sense of in- 
tellectual or of ernotional unity in the rnovement :--is, in other 
words, Action-Movement or Passion-Movement. The two 
rnay be united, as rernarked above in the case of The I«r- 
chanl of V«nice; but one or the other will be predorninant 
and will give to the play its unity of impression. The dis- 
tinction, then, which the terres Cornedy and Tragedy fail 
to rnark would be accurately brought out by substituting for 
thern the terrns Action-Drarna and Passion-Drarna. 
With cornplexity of action cornes complexity of rnovement. 
Compound 3Iovemen! takes in the idea of the relative motion 
arnongst the different actions into whieh a plot can be 
analysed. A play of Shakespeare presents a systern of wheels 
within wheels, like a solar system in motion as a whole 
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while the separate rnembers of it bave their own orbits to 
follow. The nature of Cornpound Movernent can be rnost 
simply brought out by describing its three leading Modes of 
Motion. In Similar 3[olion the actions of a systern are 
rnoving in the sarne forrn. The plot of Richard III, for 
exarnple, is a general rise and fall of Nemesis ruade up of 
elernents which are thernselves rising and falling Nerneses. 
Such Sirnilar Motion is only Parallelisrn looked at frorn the 
side of rnovernent. A variation of it occurs when the forrn 
of one action is distributed arnongst the rest: the main 
action of Juh'us Ccesar is a Nernesis Action, the two sub- 
actions are the separate interests of Çesar and Antony, 
which put together arnount to Nemesis. 
In Con/rary-/l[olion the separate actions as they rnove on 
interfere with one another, that is, each acts as cornplicating 
force to the other, turning it out of its course ; in reality 
they are helping one another's advance, seeing that com- 
plication is a step in dramatic progress. 2"e [êrchanl of 
15"nice furnishes an example. The Caskets Story progresses 
without check to its clirnax; in starting it complicates the 
Jew action--for before ]3assanio can get to Belmont he 
borrows of Antonio the loan which is to entangle hirn in the 
rneshes of the Jcw's revenge; then the Caskets Story as a 
result of its clirnax resolves this cornplication in the Story of 
the Jew--for the union of Portia with t3assanio provides the 
deliverer for Bassanio's friend. But in thus resolving the 
Story of the Jew the Caskets Story, in the new phase of it 
that has comrnenced with the exchange of betrothal rings, 
itself suffers cornplication--the circurnstances of the trial 
offering the suggestion to Portia to rnake the dernand for 
Bassanio's ring. Thus of the two actions rnoving on side 
by side the one interferes with and diverts the other frorn its 
course, and again in restoring it gets itself diverted. This 
rnutual interference rnakes up Contrary Motion. 
A third rnode ofCompound rnovement is Conz,ergenl [olt'on, 



by xvhich actions, or systems of actions, at first separate, 
become drawn together as they move on, and assist one 
another's progress. Once more the play of Zear furnishes 
a typical example. This play, it will be recollected, includes 
two distinct systems of actions traciug the story of two 
separate families. Moreover the main story after its open- 
ing incident presents, so far as movement is concerned, three 
different sides, according as its incidents centre around Lear, 
Goneri], or Regan. The first ]ink between these diverse 
actions is Gloucester, the central personage of the whole 
plot. Gloucester has been the King's chamberlain and his 
close friend, the King having been godfather to his son. 
Accordingly, in the highly unstable political condition of a 
kingdom divided equally between two unpïincipled sisters, 
Gloucester represents a third party, the party of Lear: he 
holds the balance of power, and the effort to secure him 
draws the separate interests together. Thus as soon as 
Lear and Goneril have quarrelled Lear sends Kent to Glou- 
tester, and out actions begin to approach one another. 
]3efore this messenger tan arrive we hear of' hints and ear- 
kissing arguments' as to rupture between the dukes, and 
x-e see Regan and her husband making a hasty journey 
'out of season threading dark-eyed night'--in order to be 
the first at Gloucester's castle; when Goneril in self-defence 
follows, all the separate elements of the main plot have 
round a meeting-point. But this castle of Gloucester in 
which they meet is the seat of the underplot, and the two 
systems become united in the closest manner by this central 
linking, legan arrives in rime to use her authority in fur- 
thering the intrigue against Edgar as a means of recom- 
mending herself to the deceived Gloucester; the other in- 
trigue of the underplot, that against Gloucester himself, is 
promoted by the saine means when Edmund has betrayed 
to Regan his father's protection of Lear ; while the meeting 
of both sisters with Edmund lays the foundation of the 
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mutual intriguing which forms the further interest of the 
entanglement between underplot and main story. All the 
separate lines of action bave thus moved to a common centre, 
and their concentration in a common focus gives oppor- 
tunity for the climax of passion vhich forms the centre- 
piece of the play. Then the Enveloping Action cornes in 
as a further binding force, and it has been pointed out above 
how throughout the fourth and fifth Acts ail the separate 
actions, whatever their imrnediate purpose, bave an ultimate 
reference to I)over as the landing-place of the invading army: 
in rnilitary phrase I)over is the common objective on 'hich 
ail the separate trains of interest are concentrating. In this 
way bave the actions of this intricate plot, so nurnerous and 
so separate at first, been round to converge to a common 
centre and then rnove together to a common ddnouement. 
The distinction of movement frorn the other elements of 
Plot leads also to the question of Turning-poitls, an idea 
equally connected with movement and with design. In the 
movement of every play a Turning-point is implied : move- 
ment could not bave drarnafic interest unless there vere a 
change in the direction of events, and such change implies a 
point at which the change becomes apparent. Changes of 
a kind may be frequent through the progress of a play, but 
one notable point will stand out at which the ulfimate issues 
present themselves as decided, the line of motion changing 
from complication to resolution, the line of passion from 
strain to reaction. Such a point is technically a Calas- 
lrophe: a word whose etymological meaning suggests a turn- 
ing round so as to corne down. In Shakespeare's drarnatic 
pracfice we find a not less important Turning-point in relation 
to the design of the plot. This is always at the exact 
centre--the middle of the middle Act--and serves as a 
balancing-point about which the plot may be seen to be 
symmetrical: it is a Centre of Plol as the Catastrophe is 
a Focus of 'Iovement. The Catastrophe of The s71erchant o£ 
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V«nice is clearly Portia's judgrnent in the Trial Scene, by CH. XIV. 
which in a marnent the whole entanglernent is resolved. In iv. i. 
an earlier chapter it has been pointed out how the union of 
Portia and Bassanio--at the exact centre of the play--is the iii. ii. 
real deterrninant of the whole plot, uniting the cornplicating 
and resolving forces, and constituting a scene in which ail 
the four stories find a meeting-point. In Richard III, while 
the Catastrophe cornes in the hero's late recognition of his iv. ii. 45- 
own nernesis, yet there has been, before this and in the 
exact centre, a turn in the Enveloping Action, which in- 
cludes ail the rest, shown by the recognition that Margarct's iii. iii. 15. 
curses have now begun to be fulfilled. The exact centre of 
_z][acbelh, as pointed out above, rnarks the hero's passage iii. iv. 30. 
fl-om fise to fall, that is fl'orn unbroken success to unbroken 
failure : the corresponding Catastrophe in this play is double, 
a first alopearance of Nernesis in Banquo's ghost, its final iii. iv. 49; 
v. viii. 13. 
stroke in the revelation of Macduff's secret of birth. .[ulius 
Ceesar presents the interesting feature of the Ctastrophe 
and Central Turning-point exactly coinciding, in the trium- iii. i. 
lohant appeal of the conspirators to future history. JLear, 
according to the scherne of analysis suggested in this xvork, 
has its Catastrophe at the close of the initial scene, by 
which tirne the problem in experience has been set up in 
action, and the tragedies arising out of it thenceforward 
work on without break to ifs solution. A Centre of Plot is 
round for this play where, in the rniddle Scene of the rniddle iii. iv. 
Act, the third of the three forrns of rnadness is brought into 
contact with the other two and rnakes the clirnax of passion 
complete. This regular union by Shakespeare of a rnarked 
catastrophe, appealing to every spectator, with a subtle 
dividing-point, interesting to the intellectual sense of ana- 
lysis, illustrates the cornbination of force with syrnrnetry, 
which is the genius of the Shakespearean Drarna : it through- 
out presents a body of warrn human interest governed by a 
rnind of intricate design. 



--86 CONCLUSION. 
The plan laid down for this work has now been followed 
toits completion. The object I have had in view throughout 
bas been the recognih'on of inductive treatment in literary 
study. For this purpose it was first necessary to distinguish 
the inductive method from other modes of treatment founded 
on arbitrary canons of taste and comparisons of merit, so 
natural in view of the popularity of the subject-matter, and 
to which the history of Literary Criticism bas given an un- 
fortunate ilnpetus. This having been done in the Intro- 
duction, the body of the work has been occupied in applying 
the inductive treatment to some of the masterpieces of 
Shakespeare. The practical effect of uch exposition has 
been, it may be hoped, to intensify the reader's appreciation 
of the poet, and also to suggest that the detailed and me- 
thodical analysis which in literary study is usually reserved 
for points of language is no less applicable to a writer's 
ubject-matter and art. But to entitle Dramatic Criticism to 
a place in the circle of the inductive sciences it has further 
appeared necessary to lay down a scheme for the study as a 
whole, that should be scientific both in the relation of its 
parts to one another, and in the attainment of a complete- 
ness proportioned to the area to which the enquiry was 
limited and the degree of development to which literary 
method bas at present attained. The proper method for 
the nascent science was fixed as the enumeration and ar- 
rangement of topics; and by analogy with the other arts 
a simple scherne for Drarnatic Criticism was found, in which 
all the results of the analysis perforrned in the first part of 
the book could be readily distributed under one or other of 
the main topics--Character, Passion, and Plot. Incidentally 
the discussion of Shakespeare has again and again reminded 
us of just that greatness in the modern Drama which judi- 
cial criticism with its inflexibility of standard so persistently 
missed. Everywhere early crificism recognised our poet's 
grasp of human nature, yet its almos.t universal verdict of 
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him was that he was both irregular in his art as a whole, 
and in particular careless in the construction of his plots. 
We have seen, on the contrary, that Shakespeare bas 
elevated the whole conception of Plot, from that of a mere 
unity of action obtained by reductit)n of the amount of 
matter presented, to that of a harmony of design binding 
together concurrent actions fi'om which no degree of com- 
plexity was excluded. And, finally, instead of his being a 
despiser of law, we bave had suggested to us how Shake- 
speare and lais brother artists of the Renaissance form a 
point of departure in legitimate Drama, so important as amply 
to justify the instinct of history which named that age the 
Second 13irth of literature. 



TABULAR DIGEST OF THE PRINCIPAL TOPICS 
IN DRAMATIC SCIENCE. 

/ Single Character-Interest or  Interpretation as an hypothesis 
(ffiaracter-I nterpretation ) Canons of I nterpretation 
Character " t" Character-Contrast and Duplicatàon 
I Complex Character-Interest  Character-Grouping 
/ / Dramatic Colouring 
(. Character-Development 
t Incident and Situation 
) f Irony 
ç Single Passlon-Iaterest ]Effect - Nemesls 
I k [ Dramatic Foreshadowing 
/Scale of Pas«ion-Tones 
I Complex Passlon-Interest or)Mixture of Tones 
Passion-Tone ) Tone-Play and Tone-Relief 
tTone-Clash and Tone-Storm 
Passion 
Poetlc Justice : or Retributlon as a form of Art-beauty 
Pathos : or [unretributive] Fate as a form of Art- 
beauty 
(']ï)estiny ra- / Objectlvely in Irony 
l\lovement[Motive [ tionalised /Subjectivelyinlnfatuation 
1. Force] The Super- |  t" Intensifying human action 
1 5 uper-  . 
natura natural  .lllummat- ( The Oracular 
I  mg human q Supernatural 
[_  actton t Background 
" General conception of Single Actions 
( Single Action ) Forms of Dramatic Action 
]  General conception of Complex Action 
Analysis of Complex Action into Single Ac- 
[ tions, wlth Canons of Analysis 
1- ( Contact and Linldng 
I Complex Action  Conneeti6n "i lnterweaving 
Envelopment 
[ Economy 1 Dependence 
f 13alance 
1. Plot . [ [ Symmetry  Parallellsm and Con- 
] f Simple Movement : the Line of Motion a stralght 
« line 
] Action-Movement or Complication and Resolu- 
tion : the Line of Motlon a curVe 
[ Passion-Movement or 
Strain and Reaction : f ReRallar Arch 
Movement [Mo- the Line of Passion a  Incined Plane 
[. tive Form] t Wave Line 
( Similar Motion 
Compound tor Relative  Contrary Motion 
MovemenO t. Convergent Motion 
f Catastrophe : or Focus of 
t Turnlng-points  Movement 
k Centre of Plot 
 Mechanical Construction [beiongng to Art in general] 
"'o which may be added -/Story as Raw Material [belonging to Literary History] 
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THE MERCHANT OF VENICE. 

Scheme of Actions. 

AN ACTO'-DRAA. 

"First Main Cross Nemesis Action: Story of the Jew: 
complicated and resolved. 
i Sub-Action to First Main also Link Action:. I 
Jessica and Lorenzo : simple movement, t ,.. 
.... 1 un«er- 
Main Comte Relief Action : Launcelot : sta[tonary .  -lo" 
Plot. [Sub-Action to Second Main: Episode of the[ P " 
Rings : complicated and resolved. - 
Second Main l%oblem Action: Caskets Story: simple 
[ movement. 
Externat Crcumstance 9: The (rumoured) Shipwrecks. 
Economy. 
Two Main Actions connected by Cmmon Personage [Bassanio] 
and by Link Action [Jessica]. 
General Interweaving. 
Balance. The First Main Action, which is complicated, balances 
the Second, which is simple, by the additions to the latter of the 
Jessica interest transferred to it, and the Episode of the Rings 
generated out of it. [Pages 8z, 88.] 
a]/Ioze,lent. 
Action-blovement: with Contrary Motion between the two Main 
Actions. The First Main complicated and resolved by the Second 
* Stationary, as having no place in the movement of the plot : its separate- 
ness from the rest of the Jessica Action only for purposes of Tone-effect, as 
Comic Relief. 
u  External ' as hOt included in any Action, 'Circumstan¢e' because it pre- 
sents itself as a single detail instead of the series of details ne¢essary to make 
trp an Action. An External Circumstance is analogous to an Enveloping 
Action : outside the other Actions, )et in contact with them at certain points. 
U2 



Main [hero of Second, Bassanio, is Complicating Force ; heroine 
of Second, Portia, is Resolving Force], the Complication assisted 
by the Eternal Circumstance of the Shipwrecks--in process of 
resolving the First generates a Complication to the Second in the 
form of the Eisode of the Rings, which is self-resolved. [Pages 
66, 
Passion-Movement in the background : Wave-Line of Strain and 
Relief by alternation of the tvo main Stories ; the Episode of the 
Rings is Final Relief to the Final Strain of the Trial. 
Tttrptitg-iboit[s. 
Centre of Plot : Scene of Bassanio's Choice (iii. ii.I in which the 
Complicating and Resolving Forces are united and ail the Four 
Actions meet. [Pages 67-8.] 
Catastrophe : Portia's Judgment in the Trial (iv. i, from z99L 



RICHARD THE THIRD. 

A PASSI0t-DRAtA. 
.b'dteme of ./tctiom. 
Main lg«m«sis Action : Lire and Death of Richard. 

Underplot : System of 
Cross lgemesis Ac- 
tions connecting Main 
with YOIK side of 
veloping Action. 

-CLARENCE bas betrayed 
the Lancastrians for the 
sake of the ltouse of 
York : 

The shock of Clarence's 
death as announced by 
Gloster kills the King 
iii. i. I3I), leaving the 
Queen and ber kindred 
at the mercy of their ene- 
mies.-- Unseemly E- 
ultation of their great 
enemy I-IASTINGS : 

By precisely similar 
treachery Buckingham 
himself is cast offwhen 
he hesitates to go fur- 
ther with Richard [iv. 
t_ii. and v. i.] 

lte falls by a treach- 
erous death from the 
KIIG of the House of 
York. -- To this tke 
QUEEr and her kin- 
dred bave been assnt- 
ing parties [il. ii. 62- 
5]: 

The same treachery ste I, 
by step overtakes I-Iast- 
ings in his Exultation 
[iii. iv. I5-95].--ln 
this treacherous casting 
off of Hastings when he 
will no longer support 
them BUCKIlqGHAM has 
been a prime agent [iii. 
i, from Sï, iii. ii. Il4] : 



Link 1'emesis Action connectng Main with LANCASTER side of 
Envelopng Aon : Marrage of Rcbard and Arme (p.  3)- 
Envelopng emesis Action : Tbe War of the Roses [tbe Ducbess 
of York introduced to mar tbe York side Queen Mgaet to 
mark the Lancastdan sde]. 
Economy. 
Ail the Actions bound togetber by tbe Ènveloping Action of which 
tbey make up a phase. 
Parallelism: the common form of Nemesis. 
Central Personage : Richard. 
Passion-Movement, with Similar Motion [form Nemesis repeated 
throughout (ge 
Turning-poinls. 
Centre of Plot: Realisation of Maret's Curses [tu of En- 
veloping Action] in iii. iii. 15. 
Catastrophe: Realisation of Nemesis in the Main Action: i. ii. 
from 45- 
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MACBETH. 

A PASSlON-I)R^A. 
Scheme of.Actions. 
I Main (3htzraeter Action : Rise and FMI of Macbeth. 
(3haraeter Counter-Action: Lady Macbeth. 
i (3haraeter Sub-Action : coverlng and involved in the Rise : 
Banquo. 
(3htzraetor Sub-Action : covering and involving the Fall : 
Macduff. [Pages I29, 42.] 
Enveloping 8uçrnaturl Action : The Witches. 
&conomy. 
ParaIIelism : Triple form of Nemesis, Irony and Oracular Action 
extending to the Main Action, to its parts the Rise and Fall 
separately, and through to the Envetoping Action. 
Contrast as a bond between the Main and Counter-Action. 
Balance : the Rise by the Fall, the Sub-Action to the Rise by the 
Sub-Action to the FaII. [Page 276.] 
Passion Movement, with Similar Motion between ail. 
Turninff-2boinls. 
Centre of Plot: Change from unbroken success to unbroken 
failure: iii. iii. I8. [Page I27.] 
Catastrophe : Divided : First Shock of Nemesis ; Appearance of 
Banquo's Ghost : iii. iv. 
Final Accumulation of Nemesis: Revela- 
tion of Macduff's birth : v. viii. ,2. 
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JULIUS C.ESAR. 

A IASSION-DRAIIA. 
çcheme officiions. 
Main Bemei Action: Rise and Fall of the Republican Con- 
spirators. 
 Sub-Action to the Riæ [Oharaeter-deeline]: The Victim 
Sub-Action to the Fall [Charaeer-rioe] : The Avenger An- 
tony. 
Enveloping Action : the Roman Mob. 
conomy. 
Balance about the Centre : the Rioe by the FMI, the Sub-Action to 
the Rise by the Sub-Action to the FMI. 
Passion-Movement, with Similar Motion between the Main and 
Sub-Actions. [The foma of the Main is distributed between the 
two Sub-Actions : compare page eS=.] 
Turning-points. 
The Centre of Plot and Catastrophe coincide: 
and 122. 
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KING LEAR. 

A P,XSSION-DRAA. 
Scheme of Actions. 
Ilain Plot : a troblem Action : Family of Lear : falling into 
Generating Action : Lear's unstable settlement ofthe kingdom. 
[the Problem]. power transferred frorn the good to the 
bad. 

-Double lqemesis Action : Lear receiving 
good from the injured and evil from the 
favoured children. 
System of Tragedies 'lragie Action : Cordelia : Suffering of the 
[the Solution]. innocent. 
'lragie Action : Goneril and Regan : Evil 
passions endowed with power using it 
u to work their own destruction. 
Underplot: an Intrigue Action: Family of Gloucester: falling into 
Generating Action: Gloucester deceived into reversing the 
[the Intrigue]. positions of Edgar and Edmund. 
-Double lgemesis Action : Gloucester re- 
ceiving good from the injured and evil 
from the favoured child. 
System of Tragedies rl?ragic Action : Edgar : Suffering of the 
lits Nemesis]. innocent. 
'lragie Action : Edrnund : Power gained 
by intrigue used for the destruction of 
 the intriguer. 
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Central Link Personage between Main Plot and Underplot : Glou- 
tester (page 283). 
r- ( From the good side of] Crossing 
First .] the Main: Kent. | & com- 
plicating 
Pair: |From the evil side of| one an- 
ç the Main : Oswald. J other. 
(From the good side of the Main 
Sub-Actions, linking | assistingNemesison EvilAgent 
Main and Under- Second of the Underplot: Albany. 
plot, or different Pair : From the evil side of the Main as- 
elements of the sistingNemesisonGoodVictim 
Main together, of the Underplot : Cornwall. 
Third Pair: Cross Intrigues between 
the Evil sides of Main and Underplot 
[ Goneril and Edmund 1 
Regan and Edmund culminating in 
destruction of all three (v. iii. 96, 221-7, 
u and compare 82 with I6o). 
Farcical Rdief Action : The Faal : Stalianary. 
Enveloping Action: The French War: originating ultirnately in 
the Initial Action and becorning the Objective of the Dénoue- 
menL [Page 273.] 
Economy. 
The Underplot dependent to the Main (page 276). 
EspeciaIly : Parallelism and Contrast (page 277). 
Central Linking by GIoucester. 
Interweaving: Linking by Sub-Actions, &c., and movement to a 
common Objective. 
Envelopment in Col-m-non Enveloping Action. 
IolemenL 
Passion-Movement, with Convergent Motion between the Main and 
Underplot, and their parts: the Lear and GIoucester systems 
by the visit to GIoucester's Castle drawn to a Central Focus and 
then moving towards a COl-m-non Objective in the Enveloping 
Action. [Page 282.] 
Turning-oinls. 
Catastrophe : at the end of the Initial Action, the Problem being 
set up in practical action. [Page 205. ] 
Centre of Plot: the summit of emotional agitation when three 
madnesses are brought into contact (page 223). 
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GENERAL INDEX. 

*** For 2articular Charach'rs or Sccnes see under their reslective plays. 

Abbott, Dr., qnoted 15. 
Academy, French 18. 
Achilles and the River-god 193. 

Action a fundamental element of 
Drama z34-6---its threefold divi- 
sion 235--Plot as pure Action 236 
--or the intellectual side of Action 
268. 
Action, Analysis of: 2 î 1-4--canons 
of Analysis 271-2--Enveloping 
Action 272-4--Illustrations of 
Enveloping Action : l¢ichard iii 
273, lllacbeth 273, Julius Ctesar 
z73 , ATtg Lear 273- 4. 
« Aetion-Drama' as substitute for 
' Comedy' 28o-1. 
Action, Economy of: 274-8. Gen- 
eral notion and eonnection with 
Analysis 274-5--Eeonomic Forms 
27fi-8--Conneetion and Linking 
275--Dependence 276--Symme- 
try 276-8--Balance 276--Paral- 
lelism and Contrast 276-8--Eeo- 
nomy in TechnicM Analyses of 
the rive plays 29-8. 
Actions, foeussing of: 2o 9. 
Action, Forms of Dramatic: 269- 
7 ° , 125, 202. 
Action, Schemes of in Technical 
Analyses, 291-8. 
Action, Single and Complex z36, 
27o, &c. 
Action, Systems of: o8, 1o, 2oS. 
Action, Unity of: 14, 235,269-7-- 
unity of action in Modern Drama 
becomes harmony 27o. 
Actions, Varieties of: Character- 
Action zTo: Comic Action 27o, 
_,91 ; Farcical 29 ; Generating 

297; Initial and Resultant 208; 
Intrigue 270 , zoT; Irony 69; 
Link 8I, zoS; Main and Sub- 
ordinate 27o; Nemesis 69 &c.; 
Oracular 269 &e. ; Problem 269, 
zoz; Relief z9 , 298; Rise and 
FMI z7 o, 19, I7 ; Stationary 
291 ; Story 27o ; Tragie 270 , 97; 
Triple 270, 25, 142. 

Actor, Acting 98, 23 L [See Stage- 
Representation.] 
Addison : on seientific progress 5-- 
his Critique of Paradise Losl 16-- 
his list of English poets t6--his 
Cato  7, IÇ--on rules of art 20-- 
on Rymer 2i. 
Analysis as a stage in scientifie de- 
velopment 2z, 9. 
Analysis, Dramatic: 2 î, 27I. [Sec 
Action, Analysis of.] 
Ancient Drama 125, 259-6o--Mix- 
ture of Tones an impossibility 
--the Snpernatural its leading Mo- 
tive z59--its unity of action dif- 
ferent from that of the Modem 
Drama 270. 
Ancient Thought, points of differ- 
ence from Modem: 44, lzS-î., 
37- 
Antithesis of Onter and Inner (or 
Praetical and Intelleetual) Lire 
 44- 6--as an element in Character- 
Interpretation 146 -- applied to 
the age of Maebeth t47--key to 
the portraiture of Macbeth :md 
his dfe I47-t6î--applied to the 
age of Julius Coesar in the form of 
policyv.justice 168- 7 -- connected 
with eharaeter of Antony 
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Brutus 17I-6æ Cesar 176-81, Cas- 
sius SI--applied to the group as 
a whole 83- 4. 
Apparitions : Richard lII 122, 2llac- 
beth I35-6 , I40 , I67,262-4. [See 
Supernatural.] 
Apuleianism 15. 
Arch as an illustration of dramatic 
form 27, 28o---applied to the 
Movement in Julius Coesar 186, 
28o--to A'ïn.g Lear: Main Plot 
2o9, Underplot 2 
Aristotle : his criticism inductive 16 
--judicial I6--his position in the 
progress of Induction 2.o--made 
Stage-Rcpresentation a division of 
13ramatic Criticism 23I-on the 
purification of out emotions in the 
Drama 259. 
Art applied to the repulsive and 
trivial 9o--common terres in the 
different arts 68--Dramatic Art 
4 o, 227 &e.--topies common to 
the Drama and other arts 232-- 
Art in general affords a funda- 
mental basis for the Analysis of 
Drama 234--concrete and abstraet 
elements in ail the arts alike 
234. 
Background of Nature as an element 
in dramatic effect 92-4--its wide- 
spread use in poetry t 92--analysed 
i92--illustrated in Julius Ceesar 
in connection withthe Supernatural 
93-6--used in Centrepiece of 
linff Lear 214--considered as an 
example of the Supernatural illu- 
minating human action 266. 
Bacon 28. 
Balance 82, 233--as an Economic 
form 276--in Technical Analyses 
29I, 295, 296. 
Barbarism of enjoying personal de- 
fects 28. 
Beaumont and Fletcher 3- 
IBetrothed, Tire : as example of Ora- 
cular Action I32. 
Biblical citations : 19salin II (Irony) 
138--conclusion ofJob (I)ramatic 
Background) 192. 
Blank Verse 

Boileau on Terenee 16--on Corneille 
18. 
Bossu x 7, x 8. 
Brontë, Charlotte : 30- 
Buckingham  7- 
Byron 14. 
Caro, Hannibal : 17. 
Catastrophe, or Foeus of Movement : 
284-5--1Bxmloles : JlIerchant of 
Venice 285; li«hard III 285, 
I 2o ; A[acbet]t 285 ; Julius Ceesar 
285, 198 ; A't'ng Lear 285, 2o 5- 
in Teehnical Analyses 29-8. 
Central Personages 1 9--Gloueester 
in A'ing Lear 2o6, 2oT--Riehard 
29I. 
Centre, Dramatie : 67, I86--Shake- 
speare's fondness for central effeets 
186, 284 . 
Centre of Plot 284--Exmloles 285 
--in Teehnical Analyses 291-8. 

Charaeter : as an element in Judg- 
ment 56--as an Elementary Topie 
of Dramatic Criticism 235--sub- 
divided 235. 
Character, Interest of: 237 and 
Chapter XII. Character in Drama 
presented eoncretely 237. 
Unity in Character-Interest 237- 9 
--Complexity in Charaeter-Inter- 
est 239-242 -- Development in 
Chamcter-Interest 242- 5. 
Charaeter- Interpretation 237- 9. 
Charaeter-Foils 239--Con- 
trast 240 -- Duplication 24o -- 
Grouping 241--Dramatic Colour- 
ing 241. Character-Develop- 
ment 242- 5 . 
Character-Contrast as a geneml terre 
239-42--strictly so-ealled 24o, 44 
and Chapter VII--general and 
from speeial standpoints 44-- 
from standpoint of Outer and Inner 
Lire 44-7, 68-7I--as an Ele- 
mentary Topie of Dramatic Criti- 
eism 236--Illustrations : #Ier- 
citant of Venice 82- 7 --)lIacbeth 
44 and Chapter VII--Julius 
Ceesar 178, &c. 
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Charaeter-Development 242-5-- Il- 
lustration : JIacbeth ib. 
Charaeter - Duplieation 24o -- Il- 
lustrations: Murderers in ic- 
ard III &c. 24o-1. 
Character- Foils 239- Illustra- 
tions: Jessica to Lorenzo 85- 
Jessica and Lorenzo to Portia and 
Bassanio 86--Cassius and Coesar 
I9. 
Charaeter-Gronping described I68-- 
Illustragion : Julius Cwsar I69 
and Chapter VIII. 
Charaeter-Interpretation 236 , 237- 9 
---of the nature of a seientifie 
hypothesis 237--canons of inter- 
pretation 238-9--applied to more 
than one Character becomes Cha- 
racter-Contrast 24o--analytieal in 
its nature I86--has swallowed up 
other elements of dramatic effeet 
in the popular estimation of Shake- 
speare 233--Illustration : Rich- 
ard 111 9 ° and Chapter IV. 

Chess with living pieces, an illustra- 
tion of Passion 185. 
Cibber 17" 
Ciceronianism I 5. 
Cireumstance External 29t. 
Clash of Tones: 253. [See Tone.] 
Classical Drama: see Aneient. 
Classification a stage in development 
of Induetive Method 228, 229. 
Climax in Passion-Movement  85-7 
--applied to Julius Cesar 1.6-8 
and Chapter IX. Illustrated 
in Aih K Lear 202 and Chapter X. 
Gradual rise to the elimax of the 
Main Plot 209-Ifi--the elimax 
itself 215--climax of Underplot 
215-8--climax of the play double 
2I 7--and triple 218, 223. 
Coleridge I I, 
Collier, Jeremy : 35- 
Colouring. Dramatie : 24I-2. Il- 
lustration : Iacbeth ib. 
' Comedy' unsuitable as a term in 
Shakespeare-Critieism 28o-I. 
Comie as a Tone 251-2. 
Complex distinguished from Coin- 

plieated 74 (note)--applied to Plot 
of lerchant of Venice 74 and 
Chapter III--Complexity distin- 
guishes the plot of .ïng. Lear as 
eompared with that of Julius 
Coesar t 86--traced in plot of A'in K 
Lear 202,208--9, &e.--hOt ineon- 
sistent with simplicity 208, 74-- 
an element of Action 235, 236-- 
applied to Character 239, Passion 
250, Plot 270. 
Complicated distinguished from 
Complex 74 (note)--Complicated 
Movement 279. 
Complicating Force 67. 
Complication and Resolution 66. 
79--Illustration: Ierchant of 
Venice 67. 
Connection as an Eeonomie form 275 
--by Link Personages and Actions 
275 -- by Interweaving ib. -- by 
eommon Envelopment 276. 
Construction and Creation as pro- 
cesses in Character-Painting 3o. 
Contrast as an Eeonomic form 277, 
295-8. [See Charaeter-Contrast.] 
Corneille: the Corneille Incident 18 
--his Clilandre lb. 
Courage, active and passive 146 , 179- 
Cowley 6. 
Creation and Construction as pro- 
cesses in Character-Painting 3o. 

Critieism t priori 24, 37- [See 
Criticism Judieial.] 
Critieism, Dramatic : as an Inductive 
Science 4 o, 227, &c.--surveyed in 
outline 227--indirectly by Studies 
ib. -- its definition 228-34 -- its 
method 228-3 o-its field 230- 4 
-- distinguished from Literary 
Critieism in general 231 -- need 
hot inelude Stage-Representation 
23---common ground between 
Iiterary and Dramatic Critieism 
232--between Dramatic Art and 
Stage- Representation 23- 3 -- 
Drama and Representation separ- 
able in exposition not in idea 
233-4--fundamental divisions of 
Dramatic Criticism 234-6--its 
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elementary Topics tabulated 236 
--General Table of its Topics 
288. 
Criticism: History of 7-2. [See 
Criticism Judicial, Shakespeare- 
Criticism.] 
Criticism, Inductive : distinguished 
from Judicial 2--the two illus- 
trated by the case of Ben Jonson 
2-4--coufusion of the two 4-- 
gradual development of Inductive 
method in the history of Criticism 
17-2I--sphere of Inductive Criti- 
cism separate from that of the 
Criticism of Taste 2 --three main 
points of contrast between Induc- 
tire and Judicial Criticism 27-40 
--(I) as to comparisons of merit 
27-32--(2) as to the 'laws' of 
Art 3-'-7--(3) as to fixity of 
standard 37-40- ])iflïculties 
of Inductive Criticism: want of 
positiveness in the subject-matter 
23- 5 -- absence of 'design' in 
authors z6--objection as to the 
ignoring of moral purpose 35-- 
arbitrariness of literary creation 
35-7" Principles and 
xioms of Inductive Criticism. 
[ts foundation Axiom : Interret- 
ation is af the nalure af a scicntific 
hypothesis zfi--its antagonism to 
comparisons of merit 27-9---con- 
cerned with differences of kind 
rather than degree 29-32--Axiom : 
lts functian la disliaguish literay 
species 32 -- principle that each 
writer is a species to himself .]0-2 
--the laws of Art scientific laws 
32-7--Inductive Criticism has no 
province to deal with fanlts 34-- 
Axiom : Art a tart af Wature 36 
--Axiom : Literature a tlting af 
dcvelop»zezt 36--development to 
be applied-equally to past and 
new literature 38. Illustra- 
tions of Inductive Criticism. Ap- 
plied by Addison 16, 2o ; Aristotle 
6 ; Fontenelle 19 ; Perrault 19 ; 
Gervinus 2o; Dr. Johnson i6.-- 
Applied to the character of Mac- 
beth 4 ; bIusic 29 ; to Charlotte 

Brontë and George Eliot 3o; 
Beethoven 34- 
Criticism, Judicial : distinguished 
from Inductive 2--the two illus- 
trated by the case of Ben Jonson 
2-4--confusion of the two 4- 
three main points of contrast be- 
tween Judicial and Inductive Criti- 
cism 27-4o-- I) as to comparisons 
of merit 27-32--(2) as to the 
'laws' of Art 32-7--(3) as to 
fixity of standard 37-4 o. I1- 
legitimate supremacy of Judicial 
method in Criticism 4--connected 
with influence of the Renaissance 
4--and Joumalism fi--defenee : 
Theory of Taste as condensed 
experience 6 -- the theory ex- 
amined: judicial spirit a limit on 
appreciation 6. Hisory of 
Judicial Criticism a triumph of 
anthors over critics 7-21. Case 
of Shakespeare-Criticism 7-I-- 
other authors II-3--defeat of 
Judicial Criticism in the great 
literary questions I3-Ifi--its fail- 
ure to distinguish the permanent 
and transitory I 5--its tendency fo 
become obsolete 6--its gradual 
modificatiou in the direction of 
Inductive method 17--2 I. 
Proper sphere of Judicial Criticism 
2i--outside science ib.---and be- 
longing to creative literature ib. 
Vices of Judicial Criticism : 
its arbitrary method of eliminating 
variability of impression in literary 
effect 24--its fondness for com- 
parisons of merit zT--its attempt 
to limit by ' laws' 32-5--its as- 
sumption of fixed standards 37-9 
--its confusion of developmeut 
with improvement 39. 
lustrations of Judicial Crificism: 
applied by the Freuch Academy 
18 ; Aristotle 16 ; Boileau 6, 18 ; 
Byron 4 ; Dennis 9 ; Dryden 9, 
12, I3, I ; Edwards 9 ; Hallam 
r2 ; Heywood IO; Jeffrey x2 ; Dr. 
Johnson IO, 2, 16, i9, 20 ; Lans- 
downe 9 ; Macaulay 13 ; Otway 9 ; 
Pope IO, t9; Rymer 8, 14, Iî; 
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Steevens 12, 15; Theobald IO; 
Voltaire 9, I4, lT.--Applied to 
Addison's Cato 17 ; Beethoven 34 ; 
Brontë 3o ; Buckingham 17 ; Eliot 
(Geo.) 3o; Gray ]2; Greek 
I)rama 3o ; Herodotus 39 ; Jonson 
(Ben) 2, Iî; Keats I2; Milton 
, I2, I4, 7, 39; Montgomery 
I .- ; Roscommon ] î; Shakespeare's 
131ays 8-]I, &c.; Shakespeare's 
Sonnets I2 ; Spenser I2, ]7 ; 
Taylor (Jeremy) 39 ; Waller Iî ; 
Walsh  7 ; Waverley Novels  2 ; 
XVordsworth  2. 
Criticism of Assaying 2, 6. [See 
Critieism, Judicial.] 
Criticism of Taste 2, 6, 2-2. [See 
Criticism, Judicial.] 
Cross Nemeses 29I , 293 , 47, 5 L 

Dancing (Greek) 23I. 
Dennis 9- 
IDependenee as an Economic form 
276. 
Design, its significance in Criticism 
26. 
Destiny interwoven with Nemesis in 
llacbet]z 25 and Chapter VI-- 
conception of it in Ancient and 
Modern ïhought 25, 259o-- 
phases of Dcstiny in Modern 
I)rama  27--the Oracular Action 
one phase of Destiny I3O--Irony 
as a phase of I)estiny 37-43-- 
I)estiny acting objectively 260-- 
rationalised in Modern Drama 260 
--as a subjective force, Infatuation 
26-2 -- rationalised in Shake- 
speare ib. 
I)evelopment in litemture 3î-9--as 
an element of Action 235, 236_ 
applied to Character 242. 
I)evices for increasing emotional 
strain I96. 
I)ifferentiation of marrer accompany- 
ing progress of Inductive Science 
23o--applied to I)ramatic Criti- 
csm 23 I-4. 
Dorer as the objective of the plot in 
ATng Lear 274, 284. 
Drama: the word 'drama' 234-- 

Drama a compouud art 23]--the 
Shakespearean a branch of the Ro- 
mantic I)rama 43--its relations 
with Stage-Represeutation 23I-2, 
233-4, 98--one of its purposes to 
interpret the beauty of rate 259. 
Dramatic Satire 3- 
Dryden on Spenser  2,  7--on Blank 
Verse I 3--his Essay on the Z)rama 
ib.--his Essai, on Satire ib.--on 
Milton's Blank Verse 7- on 
Shakespeare's English I 5. 
Duplication 240. 
Economy of Action 2î4-8 [see Ac- 
tion]--an economy in Ri-chard's 
Villainy oo. 
Edwards 9. 
Effect as a general term in Dramatic 
Criticism 248--strictly so-called lb. 
--an element of Passion/b.--dis- 
tinguished from Situation and 
Incident 246--described 248-50 
--slecial ]ffects : Irony 248, 
Nemesis 249 , Dramatic Fore- 
shadowing 249. 
Elevated as a Tone 25I. 
Eliot (Geo.) 3o. 
Emerson, quoted 7- 
Emotion as a barrier to crime 93- 
Enveloping Action 273- 4, xii-- 
Illustrations : lichard Iii ] ] I-- 
]2; tUDt.C Lear 273- 4 -- Ana- 
logous to External Circumstance 
29 notein Tectmical Analyses 
291-8. 
Envelopment as a kind of Connec- 
tion 276. 
Euphuism utilised in Brutus's oration 
175. 
Eusden  7- 
External Circumstance 29L 
Farcical as a Tone 25, 252. 
Fascination as an element in human 
influence 97. 
Fate, determinants of in I)rama 255 
[see Motive Force]--rate other 
than retributive included in ioetie 
Justice 257 function of Drama 
to intepret beauty of fate 259. 
Fault as a critical terre 32, 34- 
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Focussing of trains of passion in 
ng Lear 209. 
Foils 239. [See Character.] 
Fontenelle 19. 
Foreshadowing, ]ï)ramatie: 249 , 2Ol. 
 Free Trade and Free Art 35- 

Gervinus II 20 12, 2O. 
Gloucester: sec l(ing Lear and 
Richard III. 
oethe  i. 
Goldsmith 33- 
(;ray I2. 
(;rouping 241. [See Character.] 

Hallam 11, 12. 
Hamkt, Play of 262. 
Hedging, ]ï)ramatie: 60, 78, 232- 3. 
--Illustrntions : Shyloek 58-61 ; 
Richard l[I Io5; Brutus t76. 
Heraclitus 28. 
Herodotus 39- 
Heroic as a Tone 251. 
Heroic couplet 3o. 
Heywood 
Hippolyta I 11. 
IIippolytus 45, 126. 
History, its interpretation of events 
eompared with the effeet of the 
Oracular Action 265. 
Hogarth 7- 
Homer: Episode of Achilles and 
the River-god 193--Iliad 23. 
Hugo, Victor : 11. 
Human Interest one of the two lead- 
ing divisions of Drama 234-- 
further divided 235. 
Hmnour in agony 162-3--an ex- 
ample of Tone-Clash 254. 
Hybris 49, 262. 
Hysterical passion in A'inff Lear 
2]o-i 5, 

lago compared with Richard III 92 
--self-deceived iOl. 
Idealisation as a dramatic effect 5 I-- 
app]ied to the Caskets Story 51-4 
--of Incident 97- 
Iliad 23, 193. 
Imitation as a force in developing 
madness 214-i 5. 
Incident as a division of Passion 246 

--distinguished from Situation and 
Effect ib.--Illustrgtions : 246-7. 
Inelined Plane as a form of Passion- 
Movement 280. 
Inconsisteney lu charaeters a mark 
of unfinished Interpretation 238. 
Indirect elements of Caracter-In- 
terpretation 238, 86. 
Individuality of anthorship corre- 
sponds to differentiation of species 
39individuality an element in 
the Inner Lire 169. 
Induction : its eonnection vith facts 
1--application to literature 22-4o. 
[See Criticism Inductive.] 
Stages in the development of In- 
ductive Science 228-9--its pro- 
gress accompanied by differentia- 
tion ofsubject-nmtter 23o--appli- 
cation to Science of Dramatic 
Criticism 22 and ChaptersXI to 
XIV--to the definition of Drama- 
tic Citicism 228. 
Infatuation: Destiny acting as n 
subjective force 261--prominence 
in Ancient Ethics 261--traces in 
Scripture expression 261 -- ra- 
tionalised by Shakespeare 26I-2. 
Illustrations : Antonio 
262, 49; Cesar 197; Macbeth 
26I-2. 
Inner Life I44-6. [See Antithesis 
of, &c.] 
Interpretation by the actor an ele- 
ment in dramatic analysis 98--aee 
Caracter-Interpretation. 
Interveaving of Stories 43-4, 58, 
66-73, - and Chapter III, 81-2, 
87-8--of light and serious Stories 
69-73- [Sce Story.] In- 
terweaving as a kind of Connec- 
tion 275in Technical Analyses 
29I, 298. 
Intrigue Action 2o7-8 in the Un- 
derplot of ATnff Lcar 2oT-8--In- 
trigues of Goneril and Regan 
206, 298. 
Irony as a pha of ]ï)estiny I3- 9 
--the word' ironv ' 137--Irony of 
Socrates, i&--ill6strated by Story 
of OEdipus 138in language of 
Scripture i38--modified in 
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dern couceptlon 138-9--connected 
with Oracular Action 139--com- 
bined with Nemesis 256--as an 
objective presentation of Destiny 
26o-I. Dramatic Irony as 
example of mixed Passion 73-- 
as a mode of emphasising Neme- 
sis 115--II9, 120----as one of the 
triple Forms of Action in l]acbelh 
139-4--as a Dramatic Effect 
248-9--this a contribution of the 
Greek Stage 248--Dramatic Irony 
extended to the language of a 
scene 249--Comic Irony 249. 
Illustrations : in ,[crchant 
of ¥nice 73, 249; ldichard 111 
15-19, 12% 121, 249, 256; 
,l[acbeth I.q-142 , 56 ; Macduff 
4à; Banquo 142 ; the Witches 
Action  43 ; proclamation of 
Cumbedand 260; Julius C«sar 
249 , 197 ; A-ing Lcar 249 ; Story 
of OEdipus 248. 

Jeffrey I 2. 
Jester 2.q. [See King Lear: Fool.] 
Jew, Storyof: 44, &c. [Sce Story.] 
--Feud of Jew and Gentile 60-- 
Jews viewed as social outcasts 
83. 
Job, Book of: its conclusion as an 
example of Dramatic 13ackground 
of Nature 192. 
Johnson, Dr. : on Shakespeare IO- 
1, 2o--on Milton's minor poems 
--on Blank Verse 14--on 
Metaphysical Poetry 16--on Ad- 
dison's Cato 19--on the Unities 
Jonson, Ben : -4--his Dramatie 
Satires 3--his Blank Verse I3-- 
his Catilize  7. 
Journalism : its influence on cfitical 
method 5place of Reviewing in 
literary classification 21-. 
Judicial 131indness oI, 26I. [See 
Infatuation.] 

Julius C«sar, Play of: 68-2oI, 
Chapters viii and IX. As an 
example of Charaeter-Grouping 
X 2 

68 and Chapter VIII, 
examtqe of Enveloping Action 
273--Balance z76--Regular Arch 
Movement 8o--Similar Motion 
8--Turning-points 85--Tech- 
nical Analysis 296. 
Julius Ccesar, Characters in: An- 
tony balances Csar  29---spared 
by the Conspirators 71--con - 
trasted by Czesar with Cassius 
79-8o-- his .eneral charaeter 
18-5--its culture 79-8o--self- 
seeking iS--affection for Coesar 
I83, I99--his position in the 
group of characters 83, 184-- 
peculiar tone of his oratory 198- 
dominant spirit of the reaction 
198--upspringig of a character 
in him 98--his ironical concilia- 
tion of the conspirators 199--his 
oration I99-2oo--Antony's ser- 
vant 198. Artemidorus 196. 
Brutus : general eharacter 
171-6--itsequal balance 17I- 5- 
its force 71--softness lî3--this 
concealed under Stoicism 173, 
174-5, z39--his culture 173- 
relations with his Page 
with 1%rtia  73, 174--with C.'esar 
175--slays Coesar for what he 
might become 75--position in 
the State 176- relations with 
Cassius  î,  73, S-°verrules 
Cassius in council  7---his gene- 
rai position in the Grouping I83. 
Cesar: a balance to 
tony I z9--general discussion of 
his character 176-8 --its difficul- 
ty and contradictions  76-8--his 
vacillation 176-7--explained by 
the antithesis of Practical and 
Inner Life  78---Czesar pre-emin- 
ently the Plctical man 178- 9- 
strong side of his character  76-î 
--lacking in the Inner Life 178-9 
--compared with Macbeth 
a change in Coesar and his world 
t8o-I--his superstition ISOl-- 
position in the Grouping 
different effect of his personality 
in the earlier and later hall of the 
play 188, 195, I97. Calpur- 
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nia 194- 5- Casca I72, 
i94, I95. Cassius: his re- 
lations with Brutus I72 , I82-- 
brings out the defective side of 
Çesar 179--contrasted by Çoesar 
with Autony I ï9-8o--his charac- 
ter discussed 181-2--Republican- 
ism his grand passion, ib.--a pro- 
fessional politician x82--his tact 
182--his position in the Grouping 
183-4--his relish for the superna- 
tural portents 195oEis nemesis 
249--Cassius and the eagles 250. 
I)ecius I81, I95. Liga- 
rius 172. Page of Bratus 
173-4. 2oi. Popilius Lena 
172, 19î. Portia lî3. lî4, 
96. Roman Mob a88, 200. 
Soothsayer 196, 250. Tre- 
bonius 249. 
Julius Cesar, Incidents and Scenes. 
Capitol Scene a96-2oo-- Con- 
spiracy Scene lîl, 172, î6, 181 
--its connection with storm and 
portents a93-4--]ncidents of the 
Fever and Flood lï8, 1;'9-- 
Funeral a,d Will of Coesar Iî5 , 
199-2oo, 239. 
Julius Coesar, Movement of: com- 
pared with movement of 
Lear 186--its simplicity and form 
of Regular Arch I86. 28o--key 
to the movement the justification 
of the conspirators' cause 187. 
Stages of its Movement: 
Rise 188-96--Crisis 196-8--Cata- 
strophe and Decline 198-2Ol. 
Stmtin.g-point in popular 
reaetion agatnst Coesar 188- 
Crescendo in the Rise x89-91-- 
the Conspiracy formed and de- 
veloping the Strain begius 191-6 
--suspense an element in Strain 
91--Strain increased by back- 
ground of the Supernatural  92-6, 
266--the eonspirators and the 
victim compared in this stage 
I¢)4-6. Crisis, the Strain 
rising to a climax 96-2oo-- 
exact commencement of the Crisis 
is marked I96--devices for height- 
ening the Strain 196--the con- 

spirators and victim just before 
the Catastrophe 19î--the justifi- 
cation at its height 197--Cata- 
strophe and commencement of 
the Decline 198--Antony domin- 
ating the Reaction 98--the Mob 
won to the Reaction 200. 
Final stage of an Inevitable Fate : 
the Strain ceasing 200-I--the 
representative of the Reaction 
supreme 200--the pçsition of Con- 
spirators and Cesar reversed 201 
--judicial blindness 20I--the jus- 
tification ceases 20I. 

Justice Poetic, as a Dramatic Motive 
255-7--the term discussed 255-- 
Nemesis as a form of Poetic Jus- 
tice 255-6--Poetic Justice other 
than Nemesis 256- 7. 

Keats 12. 
' Kindness': the word discussed 
49-5o, 222--'milk of human 
kindness ' 149-5o. 

A'ing Lcar, Play of : as a study in 
complex Passion and Movement 
202 and Chapter X--compared 
xvith Julius C, esar x86--affording 
examples of Plot-Analysis 271-- 
of Enveloping Action in the French 
War 2î3-4--of Parallelism and 
Cntmst 27î-8--of Cnvergent 
Motion 283-4 -- Turning-points 
285--Tecbnical Analysis 297-8. 
.'ing Lcar, Characters in. Cor- 
delia: her conduct in the Opening 
Scene 2o3-4--her Tragedy 206-- 
friendship for the Fool 223- 
question of her patriotism 25î-8 
--an illustration of Pathos as a 
Dramatic Motive 257-9--connec- 
tion with the Enveloping Action 
274. Cornwall 212. 
Edgar: hisTragedy 2oS--his feign- 
ed madness and position in the 
Çentrepiece 215-8, 223--his con- 
tact with his father and Lear in 
the hovel 215-8 , 247--his mad- 
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raess ara emotional climax to the 
Underplot 216. Edmund 
compared with Richard III 92_ 
his charge against Edgar 2o6--an 
agent ira the Underplot 2oT-8--his 
Tragedy 208, 2a6--example of 
lrony 249--connected with the 
Enveloping Action 
The Fool : Institution of the Fool 
or Jester 28-2o--modern ana- 
logue in _PunclL 2ag--utilised by 
Shakespeare 2ag--function of the 
Fool ira A-ing Lear 22o-3---his 
personal chamcter 223--friendshi p 
with Lear and Cordelia 223. 
Gloucester : the central Per- 
sonage of the Underplot 2o6- 7- 
Link Personage between Main and 
Underplot 275--the Chalnberlain 
and friend of Lear 276--his con- 
nection with the Enveloping Ac- 
tion 274, 298--with the Conver- 
gent Motion of the Play 283-4, 
298. Goleril 2o 3, 2o6, 
-'13, 24o, 256, 274, 283-4. 
Kent represeaats Conscience in the 
Opening of the Problem 2o4- 5- 
lais Tragedy 2o6. Lear : his 
conduct ira the opening scene an 
example of irnperiousness 2o3- 5, 
21 I--his nemesis double 2o5-6-- 
gradual on-corning of madness 
2o9-i5--Lear ira the Centrepiece 
of the play 214-5--after the centre 
rnadness gives place to shattered 
intellect 215--his connection with 
the Fool 22o-3--with the En- 
veloping Action 274. Regan 
203, 2o6, 212, 213, Z40, 256, 274, 
283-4. 
Itïng-Lcar, Incidents and Scenes of: 
Opening Scene 203- 5-Stocks 
Scene 2II, .5 q- Outrage on 
Gloucester 247- Hovel Scene 
2a5-8, 247. 
Aïng" Lea', Movement of: 202 and 
Chapter X--its simplicity 208-9 
--Lear's madness a common cli- 
max to the trains of passion in the 
Main Plot 2og--Rise of the More- 
ment in the waves of on-coming 
madness 2og-Is--form of move- 

ment a Regular Arch, ib.--connec- 
tion of the Fool with the Rise of 
the Movernent 22o-23--passage 
into the Central Climax marked 
by the Storm 2 I4-5--Central Cli- 
max of the Movement 214-8-- 
effect o0 Lear of the Storm 2I 4- 
of contact with Edgar 215--E- 
gar's rnadness a cornmon Climax 
to the trains of passion in the 
Underplot 215- 7-the Central 
Climax a trio of madness 217-23 
--ara example of Tone-Storm 254. 
AïnK Lcar, Plot of: The Main 
t'lot a Problem Action 2o2-6-- 
the l'roblem enunciated ira action 
2o3-5--Solution ira a triple Tra- 
gedy 2os-6--Parallelism between 
Main and Underplot 206-8, 277-8, 
297. The Underplot ara Ira- 
trigue Action 2o7-8--its Initial 
Action 2oT--its resultant a triple 
Tragedy parallel with that of the 
Main Plot 2oT-8--Main and Un- 
derplot drawn together by com- 
rnon Central Climax 2oS--by 
Dependence 276--by Convergent 
Motion 282- 4 , 298. 

Kriegspiel 185. 

Lains I34. 
Lansdowne 9- 
Laureate, Poets preceding Southey: 
17 . 
Law as a terrn ira Criticism and 
Science generally 32-7. 
Legal evasions 65. 
Lessing I I. 
Light as a Tone 25I, 252. 
Line of Motion 278- 9 . 
Line of Passion 28o. 
Linking 275. 
Lycurgus 45- 
Lyrics of Prose 22. 

Macanlay 2, 3, I3--on active and 
passive courage I46. 

,IIacbetlt, Play of: affords examples 
of Dramatic Colouring 241-2-- 
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Enveloping Action (the Witches) 
273 -- Balancë 276-- Parallelism 
and Contrast 277--Technical An- 
alysis 295. 
Macbeth, Character of: an illustra- 
lion of methodical analysis 24- 
compared with Richard 92--with 
Julius Coesar 178--an example of 
Character-Deve]opment 243- 5. 
General Analysis 147-154, 
161, 243-- 5. Macbeth as the 
Practical Man 147-54--his nobi- 
lity superficial I48, 61--his cha- 
racter as analysed by his wife 
148-5o---illustrated by his soli- 
loquy 15I-3--compared in action 
and in mental conflicts I53. 162 
--flaws in his completeness as 
type of the practical 154--Mac- 
beth's superstition 154, I59 , 162, 
165-6, 167, 243-5--his inability 
to bear suspense 154. 16o, 162, 
163, 163, 164-5, 243-5. 
Macbeth under temptation 158 
--in the deed of murder 161--his 
break-down and blunder 162--in 
the Discovery Scene 163 --his 
blunder in stabbing the grooms 
163--under the strain of conceal- 
ment 164--confronted with the 
Ghost of Banquo 165--nemesis in 
his old age 16î--and his trust in 
the false oracles 167. Mac- 
beth an example of Infatuation 
261-2--relations with the Witches 
263-4--hot turned ff-oto good to 
evil by their influence 263. 
Macbeth (Lady), Character of: 
154-6--type of the Inner Lire 
x54-6--her tact 15. , 16U 164, 
165--her feminine delicacy 156 , 
161, 62, 166--her vifely devo- 
tion 156. Lady Macbeth 
under temptation 159--in the 
deed of murder 161in the dis- 
covery 163--her fainting 164- 
under the strain of concea]ment 
165--her tact in the Ghost Scene 
165--her gentleness to Macbeth 
166--her break-down in madness 
166. 
Macbeth, Lord and Lady, as a Study 

in Character-Contrast 144 and 
Chapter VII, 24o--rests on the 
Antithesis of the Practical and 
Inner Life 147-56. The 
Contrast traced through the action 
of the play I56-67--relations at 
the begiuning of the play 
156-8--first impulse to crime 
from Macbeth I56--the Temp- 
tation 158- 6I -- the meeting 
ai'ter their separate temptations 
16o-I--the Deed 16I-3--the 
Concealment I63-5--the Nemesis 
i65- 7. 
2llacbeth, other Characters in. Ban- 
quo: his attitude to the super- 
natural compared with Macbeth's 
54, 159, 263--theattempt against 
Banquo and Fleance the end of 
Macbeth's success and beginning 
of his failure 127--binds together 
the Rise and Fal1137--Macbeth's 
exultation over it 153--the Ban- 
quo Action balances the Macduff 
Action I29--gives unity to the 
Rise I2î-9--partakes the triple 
form of the whole play 142. 
Fleance : see Banquo. 
Lennox 128, 163. Macduff: 
massacre of his Iamily 130, 141- 
his position in the scene with 
Malcolrn 14o , 247--the Macduff 
Action balances the Banquo Ac- 
tion 129--gives unity to the Fall 
129-3o--partakes triple form of 
the whole play 142---example of 
Oracular Action 265-6. 
Malcolm 139 , 247. The 
Porter 253. The Witches 
129, 134, 135, 136, 13î, 139. 141 
--their use to rationalise Mac- 
beth's Infatuation 262--an exam- 
ple of the Supernatural intensify- 
ing human action 263-4--their 
different behaviour to Macbeth 
and Banquo 263-4--their exact 
function in the play 264--thê 
Witches Action an Enveloping 
Action 295 , 143--partakes the 
triple form of the whole play 
143. 
llacbch, Incidents and Scenes in: 



X¥itches Scene 158L9, 263- 4- 
Apparitions Scene 13o, 135 , 14o 
--Ghost Scene 165-6 , 247--Pro- 
clalnation of Cumberland 135, 
I5I, 26o--Dagger Scene I53, 247 
--Discovery Scene I63--Flight of 
Duncan's Sons 139, 164, 26-- 
Macduff with Malcolm in Eng- 
land I4O , 24ï--the Sleep-walking 
66-7--Final Combat 26I. 
.Wacbetk, Movement of: its four 
Stages 158-67--The Temptation 
158-61--The Deed 161-3--The 
Conceahnent 163-5--The l'qeme- 
sis 165- 7. 
.lIacb«Hz, Plot of: the interweaving 
of Nelnesis and Destiny I2ï and 
Chapter VI--its Action multiple 
in form I27, 270. Alacbetk 
as a Nemesis Action 127-3o--th 
Rise I27--the Fall t29--the Rise 
and Fall together 127. Iac- 
beth as an Oracular Action 13o- 7 
--the Rise 134--the Fall 135-- 
the Rise and Fall together 136. 
AIacbelh as an Irony Action 
I39-43--the Rise I39--the Fall 
14o--the Rise and Fall together 
4 I. 

Madness distinguished from Passion 
2o9---connected with inspiration 
218--madness of Lear : itsgradu- 
al oncoming in waves of hysteri- 
cal passion 2o9--change in its 
character after the Centrepiece 
2 I5--it makes the Passion-Climax 
of the main Plot 2o9--the mad- 
ness of passion 217--madness of 
Edgar: the madness of idiocy 
217-8--feigned 216--common Cli- 
max of the passions of the Under- 
plot 215-8--madness of the Fool: 
professional madness 2 I8-23- 
madness-duett 2  î'-8--madness- 
trio 218, 223 . 
Malone 15. 
.asure for ?Ieasure, Play of: 
28I. 
Mechanical Construction 233, and 
Chapters II and III generally. 

Mechanical Details utilised 77, 233. 
Mechanical I)ifficulties, their Reduc- 
tion: 76-7--the three months" 
interval in the Story of the Jew 
77--the loss of Antonio's ships î7 
--not alvays necessary to solve 
these 77- 
Mechanical Personages 75--their 
multiplication in Romantic Drama 
Melodrama II8. 
Mephistopheles compared with 
Richard 92 . 

.llerchant of Iénice, Tke, Play of: as 
an illustration of the construction 
of Drama out of Story 43-89-- 
Story as the Raw Material of the 
Romantic Dmma 43--the two 
main Stories in the Alercltant of 
Venicc eonsidered as Raw Mate- 
rial 43-.--Story of the Jew gives 
scope for Nemesis 44-51Anto- 
nio side of the Nemesis 47-9-- 
Shylock side of the Nelnesis 49-5 I 
--Caskets Story ves scope for 
Idealisation 5-7-- Problem of 
Judgment by Appearances idea- 
lised 52-4--its solution : Charac- 
ter asan element in Judgment 54-7 
--characters of the three Suitors 
55-6. Working up of the 
two Main Stories 58 and Chap- 
ter II. Rednction of Diffi- 
culties 58-66--Monstrosity in 
Shylock's Chamcter met by Dm- 
matic Hedgin æ 58-6--Difficul- 
ties as to the pound of flesh 61-6 
--significance of the discussion on 
interest 6I- 4. lnterweaving 
of the two Stories 66-73--assist- 
ance it gives to the movement of 
the play 66--to the symmetry of 
the plot 67-9--union of a light 
and serious story 69-73. 
Further multiplication of Stories 
by the addition of an Underplot 
74 and C-hapter III. Paradox 
of simplicity by means of com- 
plexity 74-5--uses of the Jessica 
Story 75-87--characters of Jessica 
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and Lorenzo 82-7--uses of the 
Rings Episode 87- 9. The 
play illustrates every variety of 
Tone 25I-2--Tone-Play 253-- 
Turning-points 285, 68--Compli- 
cation and Resolution 2î9, 66- 7 
--Central effects 67-8 -- Inter- 
weaving 275-6--Wave Ferre of 
Passion-Movement 28o--Contrary 
Motion 282. Plot analysed 271 
--Technical Analysis 291-2. 
tllerchant of Uenice, Characters in : 
Antonio 247--his nemesis 47-9-- 
general character 47--friendship 
vith Bassanio 47, 85--conduct in 
Bond Scene 48-9, 6, 2dz--centre 
of the serious side of the play 
69-7o--the loss of his ships 77-- 
his sadness 25o--his pathetic hu- 
mour 254. Arragon 55. 240, 
251. Bassanio : friendship 
with Antonio 47, 85--as a suitor 
56--his part in the Bond Scene 
6i--in the Trial 73--in the Rings 
Episode 72, 88--a scholar î6--set 
off by Lorenzo 86--a Link Person- 
age 88, 2 îS--seen at a disadvantage 
in the play 86, 238--example of 
Tone-Clash 254. Bellario 
66. Duke 64, 65. 
Gobbo 76, 252. Gratiano 
6o, 76, 84, 239, 24% 252. 
Jessica, her Story 75-87, 68, &c.-- 
her character 82 - 7--a compensa- 
tion te Shylock 8o--her attraction 
te Portia 87--foil te Portia 86-- 
in Moonlight Scene 247. 
Launcelot 76, 83, 84, 252. 
Lorenzo : his character 85-î--its 
alleged inconsistency 238--a foil 
te Bassanio 86--in Moonlight 
Scene 247. Morocco 55, 
240, 251. Nerissa 76, 239, 
252. Portia as centre of the 
lighter side of the play 69-70 , 
252--in the Trial Scene 49-51, 
65-6, 7c-3--her plea an evasion 
6$--playing vith the situation 
7o-2--her outburst on mercy 73, 
251--the Rings Stratagem 72- 
relations with Jessica 85-6--her 
character 88- 9. Salarino 48, 

60, 76, 84--Salanio 60, 76--Sa - 
lerio 76. Shylock as a study 
of Nemesis 49-5I--in the Trial 
Scene 49-5, 24ï--his character 
59-6--sentence on him 60, 80, 
257--relation with Jessica 78-8I, 
83. Tubal 60, 76, 79, 239, 
247. 
Ierchant of Ucnice, Incidents and 
Scenes in : Bond Scene 48-9 . 61- 4, 
262--Scene of Bassanio's Choice 
55, 56, 68, 253, 2ïs--Scene be- 
tween Shylock and Tubal 79, 
247--Trial Scene 49--its difficul- 
ries 64-6--its mixture of passions 
70-2, 73--as an Incident 246 
its Confic Irony z49--its Tone- 
Clash z54--sentence on Shylock 
27. Moonlight Scene 247. 

Merivale on Roman Lire 170. 
Alidsum»ter zVight' s 19rea»t, Play 
of xii. 
' Milk of human kindness' I49-5o. 
Milton's aradise Losl I I--miner 
poems II, I2--versification I2 
13, I4--his Satan I23--on the 
Inner Lire 44--his use of the 
Background of Nature 192. 
Mixture of Tones 25I-3. [See 
Tone.] 
Mob in_/ulius Csar 296, 188, 2oo. 
Molière 16. 
Montgomely, Robert 13. 

Motion, Line of: 278-9 . 
Motion, Modes of : 28I-4--Similar 
Motion 282, 294, 295, 296--Con- 
tmry Motion 282, 29I--Conver- 
gent Motion 282-4, 298. [Sec 
aise Movement.] 
Motive, Dramatic : 255-67. [Sec 
Motive Force.] 
Motive Force, or Dramatic Motive : 
2.4-67--General idea 254- 5- 
distinguished frein Motive Ferre 
ib.--,eading Motive lorces : 
Poetic Justice 255- 7- Pathos 
257-9--the Supernatural 259-67. 
Motive Force in lichard 



III is Nemesis I i9--in ,][acbeth 
the original oracle of the Witches 
I37. 
Motive Form distinguished from 
Motive Force 254--general ex- 
position 278-87 . 
Movement : as an element in Drama 
I85--Arch form applied to I86-- 
simple in Julit«s Coesar, complex 
in A-ing Lear I86, 2o2--traced in 
Julius Cvsar 185 and Chapter IX 
--in A-ig Lear 202 and Chapter 
X. Movement as ove division 
of Action 235, 236--applied to 
Character as Character-Develop- 
ment 242--applied to Passion 
254 [see Motive Force]--applied 
to Plot 278 [see Motive Fonn]. 
Movement shown in the Technical 
Analyses 29I-8. 
Movement, Centre of, Focus of: 
284- 5 . [Sec Catastrophe.] 
Movement Single « 278-8I -- its 
division into Sinple and Compli- 
cated 2 îS-9--Aetion-M ovement 
and Passion-Movement 279-8o-- 
this distinction the basis of the 
main division of Shakespeare's 
plays 279-81--varietis of Pas- 
sion-Movement 280. Com- 
pound Movement 28I-4--general 
idea 28i--its three Modes of Mo- 
tions : Similar Motion 2S2--Con- 
trary Motion 282-- Convergent 
Motion 282-- 4 . 
Movement, Varieties of: Single* 
278--Componnd 281-4--Simple* 
and Complicated* 278-9--Action 
and Passion 279-8I, 291-8-- 
Regular Arch 280 -- lnclined 
Plane 28o--Wave 28o--Similar 
282--Contrary 282--Convergent 
282- 4 . 

Multiplication of Actions 269-7 I- 
of Stories 74- [Sce Story.] 

Nemesis as a dramatic idea 44--an- 
tient and modern conception 44-5 
--its change with change in the 
idea of Destinv 126--its distinc- 
tion from Justice 44--connection 
with Fortune 44--with risk 45-- 
proverbs of Nemesis 46--connec - 
tion with hybris 49. Neme- 
sis needed to counterbalance 
Richard's Villainy IO6--woven 
into history in Richard III IO 7 
and Chapter V--a system ot 
Nemesis Actions in the Underplot 
of ichard III IoS-9--modes 
of emphasising I 4-xS--its mul- 
tiplication a suitable background 
to Richard's character  
Nemesis interwoven with Des- 
tiny in AIacbeth 12 5 and Chapter 
VI--applied to the plot of ][ac- 
beth I 7-3 o. Nemesis as a 
Dramatic Effect 49--as a Dra- 
matic Motive 255-6. 
Nemesis, Varieties of: Surprise 47 
--Expectation and Satisfaction 49 
--Unlooked-for Source 256- 
Equality, or Measure for Measure 
49, IO, I27, o8, 56--Sureness 
or Delay I2o, 56--Suddenness 
i98 , 56--Repetition and Multi- 
plication 56, IO 7 and Chapter V 
generally--Sel f-inflicted 256--the 
Prize of Guilt 56--Combined 
with Mockery 56 and compare 
x 15-9--Double 47, °5-6, 2o7-8 
--Cross Nemeses 29I, z93, com- 
pare 47, 5. 
Nemesis, Illustrations of: Anne 
I 13--Antonio 47--Buckingham 
Io9--Coesar I97--Cassius -49 
Clarence  oS--the Conspirators in 
Julitts Coesar 2Ol, 256--Edmund 
2o8, 216- 7- King Edward IV 
ioS--Gloucester (in ATng Zcar) 
2o7-8 , 2 I6-7--Goneril and Regan 
2o6, 256--Hastings Io9--Hippo- 
lytus 45---in the Story of the Jew 
46--Lear 2o5-6 , 2o9-I 5, 22o- 3. 
256 -- Lycurgus 45 -- Macbeth 

* The reader will remember that 'Single" is used as antithetieal te 
'Complex,' and 'Simple' to 'Complieated.' See note to page 74- 
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2Iî-3o, I65-7, 256--Lady Mac- 
beth 166--Macduff 129--Pentheus 
45--Polycrates 45--Queen and 
ber kindred (Richard III) IOS-- 
Regan 206, 256--Richard III 
I I9-24, 256--Shylock 49, 256-- 
Wars of the Rosës I I I- 3. 

Objective to the plot of ATng Lear 
284, 298. 
Observation as a Stage of Inductive 
Science 228- 9 . 
OEdipus as an example of Omcular 
Action I34--of Irony I38. 
Ornons 193, 2Ol. [SeeSupernatural.] 
Oracular Action I3O-4--applied to 
Macbeth x34-7--as an example 
of Supematural agency illuminat- 
ing human action 265-6--com- 
pared xvith the illumination of 
history 265. Illustrations : 
of the first type I3I, I34, I35-- 
of the second I32 , I34--of the 
third I33 , I36. 
Othello, play of: Rymer on 8, 9-- 
Iago 92, IOI. 
Otway 9- 
Outer and Inner Life I44-6. [See 
Antithesis.] 
Overvinding as an illustration for 
the Movement of llacbeth 137" 

Paradox of simplicity by moEns of 
complexity 74. 
Pamllelism 276-8 [see Action, Econ- 
omy of]--between Main and 
Underplot in A-ing Lear 2o6-9, 
277-8, 97--other illustrations 
in theTechnical Analyses 29i , 295. 

Passion 246--as an element in 
Dmma x 85-6--its connection xvith 
Movement ib.--as an Elementary 
Topic in Dramatic Criticism 235 
--subdivided 236. Examl01es : 
fulius Ccsar 185 and Chapter IX; 
Zear 202 and Chapter X. 
' Passion-Dmma' as substitute for 
'Tragedy' 28o-, 293 , 295 , 296 , 
297. 

Passion, Interest of: 246 and Chapter 
XllI--geneml description 246-- 
unity in Passion-Interest 246-50 
[sec Incident, Situation, and Effect ] 
--complexity in Passion-Interest 
25o- 4 [see Tone] --Movement ap- 
plied to Passion 25-1.-6î, 236 [see 
Motive Force]. 
Passion, Line of: 280. 
Passion-Movement 254-67, 236. [Sec 
Motive Force.] 
Passion-Strain 186--Strain and 
action 280. glxamlMes : fulius 
Cwsar I91--20I ; A'ing Lear 208, 
2I 5. 

Pathos as a Dramatic Motive 257- 9. 
St. Paul and Nemesis 47. 
Pentheus 45. 
Perrault 19. 
Perspective in Plot I 18. 
Pharaoh an example of Infatuation 
26I. 
Physical passion or madness in Lear 
2 Io-5---extemal shocks as a cause 
of madness 214- 
Plato's Reublic and its treatment of 
liberty I î o. 

Plot as an Elementary Topic in Dra- 
matic Criticism 236--the intel- 
lectual side of Action, or pure 
Action 236--Shakespeare a Master 
of Plot 69, 269---close connection 
between Plot and Chamcter illus- 
trated by Richard III IO 7 and 
Chapter V--this play an example 
of complexity in Plot IOT--per- 
spective in Plot I18--311cbeth an 
example of subtlety in Plot I25, 
14z--Plot analytical in its nature 
I86--simple in Julius Ctesar, 
complex in ATng L«ar 202---effect 
on the estimation of Plot of dis- 
sociation from the theatre 233-- 
the most intellectual of all the 
elements of Drama 233--Techn i. 
cal Analyses of Plots 29i-8. 
Plot, Interest of: 268 and Chapter 
XIV. Definition of Plot z68- 9- 
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its connection vith design and 
pattern 268, 269, 270 , 272 , IoS, 
III, 118, 2o2--its dignity 268. 
Unity applied to Plot 
269-îo [see Action Single; Action, 
Forms of]---complexity applied to 
Plot 27o--8 [see Action Analysis, 
Economy]--complexity of Action 
distinguishes Modern Dranm fronl 
Ancient 27o--Unity of Action be- 
cornes in Modern Drama Harmony 
of Actions 27o--Shakespeare's 
plots federations of plots 27 I. 
Movement applied to Plot, or 
Motive Form 278-85. [Sce Action 
fiingle and Compound, Turning- 
points.] 

Voetic Justice 255- 7. [See Justice.] 
Polycrates 45, 126. 
Pope IO, 17, 19. 
Portia: see rerc]zant of l'énice-- 
Julius Cwsar, 
Practical Life 144-6. [See Anti- 
thesis.] 
Problem Action 2o2-6, 224, 269--of 
Judgrnent by Appearances 52-6. 
Prometheus 122- 3. 
Proverbs, Book of: quoted 144. 
Proverbs of Nemesis 46. 
Providence as modern analogue of 
Destiny 12. 
Puritan Revolution, its effect on 
Dramatic Criticism 232. 
Pye 17. 

Quilp compared with Richard III 
92 , 94- 

Raml, ler 17- 
Raw Material of the Romantic Drama 
43, 232- 
Reaction 198. [See Passion-Strain.] 
Reduction of Difficulties an element 
in Dramatic workmanship 58, 233 
--illustrtzted: lrdmnt of l/Cice 
58-66. 
Reed 8. 
Relief 253. [See Tone.] 
Renaissance and its influence on 

critical method 4, 18, 23o--Shake- 
speare a type 287. 
Representation 23I. [See Stage.] 
Resolution 67, 279 [see Complica- 
tion]--Resolving Force 67. 
Reviewing, the lyrics of prose 22. 
Rhymed couplet 3o--its usage by 
Shakespeare 135. 

RichardlII, Play of: an example 
of the intimate relation between 
Character and Plot IOT--treated 
from the side of Character 9 ° and 
Chapter IV--from the side of t'lot 
lO 7 and Chapter VI--its Envelop- 
ing Action, the XA ars of the Roses 
273, 276--its Tuming-points 285 
--its form of Passion-Movement 
28o--affords examples of Situa- 
tions 247- of Dramatic Fore- 
shadowing 25°--of Similar M otion 
282. 
Richard III, Character of: 9 ° and 
Chapter IV--IdeM Villainy 9o-1, 
237-- in scale 91 -- development 
9 I, 243--hOt explained by suffi- 
cient motive 92--an end in itself 
93- Richard as an Artist in 
Villainy 93-6--absence ofemotion 
93--intellectual enjoyment of Vil- 
lainy 95-6. His Villainy 
ideal in its success 96-1o3--fasci- 
nation of irresistibility 97, lO3-- 
use of unlikely means 98---economy 
99--imperturbability and humonr 
ioo-I--fairness lol-- recklessness 
suggesting resource IOI, 239--in- 
spiration as distinguished f'rom 
calculation Io2--his keen touch 
for human nature lO2. 
Ideal and ReM Villainy lO 4- 
Ideal Villainy and Monstrosity 
IO5. [Also called Gloster.] 
ic]ard III, Characters in: Anne 
94, I 13, I 15 [see Wooing Scene]-- 
Buckingham 9, 96, IOO, lO9, II., 
II8, I2I, 24o---Catesby I 7, 24o 
--Clarence lO8, II4, I6--his 
Children io 9 -- his Murderers 
24o-I--Derby I I î--Dorset 120-- 
Elizabeth I2I--Ely IOO, i2z-- 
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Hastings 91, 98, lO 9, 114, II5, 
117, 240 , 249--King Edward IV 
99, lO8, 114, 117--King Edward 
V lOO, 24o , 25o--Lord Mayor 99 
--Margaret 94, 112, 115, 247-- 
Queen and her kindred 98, lO8, 
114, 115, ll6--Richmond i2% 
12 I--Stanley 117,123--Tyrre194, 
24o--York 99, 24°--Duchess of 
York 95, 111. 
lichard 111, Incidents and Scenes 
in : XVooing Scene 24î--analysed 
lO3-4--an example of fascination 
94, 97 -Richard's blunders lO2, 
239. Margaret and the 
Courtiers 94, 24î--Rec°nciliation 
Scene 99, 117--Murder of Clar- 
ence 116, 24o-I , 246. 
A'ickard 111, l'lot of: lO 7 and 
Chapter V. Ilov Shakespeare 
wcaves Nemesis into History 
Its Underplot as a system of 
Nemesis lo8--its Enveloping Ac- 
tion a Nemesis 111--fmther multi- 
plication of Nemesis 112--special 
devices for neutralising theweaken- 
ing effect of such multiplication 
114-8--the multiplication needed 
as a background to the villainy 
 lB--Motive Force of the whole a 
Nemesis Action 119. Fall of 
Richard l lg-23--protracted not 
sudden 119, 256--Turning-point 
delayed 12o- tantalisation and 
mockery in Richard's fate I 21-4-- 
Climax in sleep and the Appari- 
tions 122--final stages 123--play 
begins and ends in peace 123. 

Roman political life 169-71 and 
Chapter VIII generally--its sub- 
ordination of the individual to the 
State 17o--a change during Coesar's 
absence 18% 18 3 . 
Romantic Drama: Shakespeare its 
Great Master 40, 43--its connec- 
tion with Stories of Romance 43- 
Romeo andJuliet, Play of: 9- 
Roscommon 17. 
Rowe 17" 

Rymer the champion of 'Regular' 
Criticism 8--on Portia 8--and 
Olhello generally 8--on t'az adise 
Lost 11--on Blank Verse 14--on 
Modem Drama 17--on Catiline 
17--on Classical Standards 18-- 
his Edgar 21. 

Satire, Z)ramatic 3- 
Scale of Passion-Tones 25 I. 
Schlegel 11. 
Science of Dramatic Art 4 o, 2z 7. 
[Sce Criticism.] 
Scudéry 18. 
Scrious as a Tone 251. 
Shadwell 17. 
Shakespeare-Criticism, History of, in 
rive stages 8- I. 
Shakespeare's English 15--his Son- 
nets 12. 
Situation, Dramatic : 247-8. 
Socrates 23o. 
Sophocles 270. 
Spenser 12, 17, 30. 
Sprat 16. 
Stage-Representation : an element in 
Interpretation 98--an allied art to 
Drama 231--separated in the 
present treatment 23I-2--in ex- 
position but hot in idea 233- 4. 
Stationaly Action 291 note. 
Steevens I2, 15. 
Stoicism 144 ' I73 , 174 , I75 , 179, 
I88. 
Storm in J«lius Cwsar I92-6.2I 4 
[see Background of Naturel--in 
King Lear 214-5. 

Story as the Raw Material of the 
Shakespearean Drama 43 and 
Chapter I, 232--construction of 
Drama out of Stories illustrated in 
The Alcrchant of lCice 43-89-- 
two Stories worked into one design 
in Tke Alerchant of kCice 58 and 
Chapter II--in A-ing Lear 206-- 
Multiplication and Interweaving 
of Stories 66-73-effects on Move- 
ment 66-7--of Symmetry 67-9--- 
interweaving of a Light vith a 
Serious Story 69-73--effects of 
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Human Interest 7o--of Plot 70-- 
of Passion 70-3. 
Story of the Jew 43, 44-5. Its two- 
fold Nernesis 46- 5 i--its difficulties 
met 58-66--Conaplicated and Re- 
solved 67 --connection with the 
Central Scene 68--ifs mechanical 
difficulties 76-7 . 
Story of the Caskets 44, 5I-6---An 
illustration of Idealisation 51-- 
careful contrivance of inscriptions 
and scrolls 53, 54--its problem 52 
-- and solution 54-- connection 
,vith the central scene 68. 
Story of Jessica 75-87. Its connec- 
tion ,vith the central scene 6S-- 
an Underplot to The lA'rchan of 
1Cice 75-87--its use in attaching 
to Plot the Mechanical Personages 
75--and generally assisting Mech- 
anisrn 76-7--helps to reduce diffi- 
culties in the Main Plot 77-8o--a 
Link Action 8 --assists Symrnetry 
and Balance 82--assists Character- 
isation 82- 7. 
Story [or Episode] of the Rings: its 
uses in the Underplot of The A[er- 
chant of 1.2"nice 87-- 9 --compare 
68, 72 . 

Strain of Passion ,86. [See Passion- 
Strain.] 
Snb-Actions: Launcelot 76, 
Coesar and Antony 282, 296--in 
Technical Analyses 
Supernatural, The, as a Drarnatic 
Motive 259-67. Different use in 
Ancient and Modern Drarna 259-- 
rationalised in Modern Drama 260. 
In an objective forrn as 
Destiny z6o-I--in a subjective 
forrn as Infatuation 
Supernatural Agencies 262-7--not 
to be explained as hallucinatios 
26.  -- Shakespeare's usage of 
Snpernatural Agency : to intensify 
hurnan action 263-4--to illurnin- 
ate hurnan action 264-7- the 
Oracular u655--the Drarnatic 
]3ackffrotmd of Nature 266. Il- 
lustrations :--the Apparitions to 

37 
Richard I22--the Ghost of Ban- 
quo I65-6--the Apçaritions in 
[acbet] I35, &c.--the Witches 
I58, 26 3--portents in jrulits Ceesar 
I93-4--the Ghost of Coesar 
ornen of Egles to Cassius 2oi. 
Symrnetry as a drarnatic effect 68, 
 33--as a form of Economy 2768. 
Illustrations : [erchant of 
nice 67-8 ; Aïng Zear 2o7-9, 
277-8. 
Systematisation as a Stage of scien- 
tific progress 
Table of Elernentary Topics 236-- 
of general Topics 288. 
Taste as condensed experience 6. 
[ Sre Criticisrn.] 
Tate 7- 
Taylor (Jererny3 39- 
emest, lplay of: IO. 
Terence *6. 
Thackeray on the Inner Lire I44. 
Thernistocles, Story of: I3I. 
Theobald Io. 
Theseus and IIippolyta 
Tieck 1 I. 
Tito Melerna cornpared svith Richard 
91 . 
Tone as a drarnatic terrn: the ap- 
plication of cornplexity to Pas- 
sion 236--Passion-Tones 25o- 4- 
Scale of Tones 5 r. Mixture 
of Tones e5-4--this unknown to 
the Ancient Drarna 25z--rnere 
mixture in the saine field 251-2- 
mixture in the saine Incident: 
Tone-Play 253--Tone-Relief ib.-- 
Tone-Clash ib.--Tone-Storrn 254. 
Topics as a technical terrn in science 
2 e9-3o--topical stage of develop- 
ment in sciences e29--applied to 
])rarnatic Criticisrn 29-3o and 
Chapter XI--Elernentary Topics 
of Dranmtic Criticisrn 236--Gen- 
eral Table of Topics 288--Topics 
cornrnon to Dramatic and other 
arts 
Touchstone 
' Tragedy ' or' Passion-])rarna ' 
---Tragedies of Lear 205-6, &c., 
2o9-I5, 2o-3--of Cordelia and 
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Kent 2o6--of Goneril and Regan 
2o6---of Gloucester 207-8, 216- 7 
--of Edgar 2o8, 26-7--of Ed- 
mund 2o8, 216-7--Systems of 
Tragedies 2o8- 9. 
Tragic as a Tone 251. 
Turning - points 284-5, 291-8. 
Double in Shakespeare's plays: 
Catastrophe or Focusof Movement 
and 'entre of Plot 284-l.--Illus- 
trations 284-5, compare 68, 12o, 
127, 186. 98, 2o5, 216- 7 . 
Tyrtoeus 3 2. 

Ulrici  1, 26. 
Underplot 74 and Chapter III--Il- 
lustrations : Icrchanl of k'cni¢e 
74 and Chapter III, 29I--A'ichard 
III 1o8-19, 293--Lear 206-9, 
215-8, 223, 271, 283-4, 297-8. 
Union of Light and Serious Stories 
69-73- 
Unity as an element of Action 
235 -- applied to Character 237 
--to Passion 246--to Plot (Ac- 

tion) 27o-7I--the ' three unities' 
14 . 
Unstable equilibrium in morals 45, 
205. 
Utilisation of the Mechanical 76-8, 
233. 
l'ariorum Skakcseare 8. 
Villainy as a subject for art treat- 
ment 9o--Ideal Villainy 9 ° and 
Chapter IV. 
Voltaire 9, 
Waller I . 
Walsh 
Warton  7- 
Wave - form of Passion- Movement 
8o, 292vaves of hystefical 
passion in Lear 
Il averley Novels 12. 
Whitehead I 
Wit as a mental me 219, 
Wordsworth I 
Workmanship, Dramatic: $8 d 
Chapter II, 233. 



INDEX OF SCENES 

ILLUSTRATED IN THE FOREGOING CHAPTERS. 

*** Clarcndon O,e is uscd whcre the assage referred to aroaches the 
character of an analysis of the scene. 

JULIUS C m.SA. 
At I. 
Sc. i. I8O, 188-9. 
ii. 172 , 178-80, 18o, 189-91. 
iii. 191-4,195-6. 
At II. 
Sc. i. 171-2, lî2, Iî4, 175-6, 176, 
18o-1, 187, 191 , 194. 
ii. 177 , 194-5. 
iii. 196. 
iv. 196- 7 . 
At III. 
Sc. i. 172-3, 177 , I77-8, I82, I83, 
196-9, 285 . 
ii. 175, 199-200. 
iii. I8O, 2oo. 
At IV. 
Sc. i. 200. 
il. and iii. I72, 173- 4 , I82, 
9.00-1. 
Act V. 
Scs. iii, v. 171, 172, 2Ol. 
KING LEAR. 
Act I. 
Sc. i. 9.03-5, 2o6, 285. 
ii. 2o6. 
iv. 9.10, 9.20-1. 
v. 9.10-1, 9.21-2. 
Act II. 
Sc. i. 283. 
il. 258, note. 
iv. 209 , 211-4, 222-3,283. 

At III. 
Sc. i. 209, 24, 215, 223. 
ii. 2o9, 2i 5, 223. 
iii. 2o9, 9.15, 216. 
iv. 209, 215, 9.16, 217-8 , 223, 
285. 
v. 209, 283. 
ri. 2o 7, 2o 9. 
vil 2o9, 216, 247. 
Act IV. 
Sc. i. 216, 217. 
ri. 215. 
Act V. 
Sc. iii. 208, 215 , 259. 
MACBETH 
Act I. 
Sc. iii. 135, 136, I4 I, I54, 158-9, 
244, 9.634. 
iv. 135, 15o-1, 244, 26o. 
v. 149-50, 156, 159-60. 
vil 151-3, 157, 160-1. 
Act II. 
Sc. i. 1534. 
ii. 54, 155, 161-3, 244. 
iii. 139-40, 163-4, 253, 26o. 
iv. 140, 164. 
Act III. 
Sc. i. 129, I54, 164-5. 
ii. 154 , 16-5, 244. 
iii. 19.7, 285. 
iv. 13o, 154, 165-6, 285 . 
v. 262, 264. 
ri. 128-9. 
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Act IV. 
Sc. i. 13o, 135-6, 4o, i67, 264. 
il. i3o, 14o. 
iii. 1401. 

Act V. 
Sc. i. 166-7. 
iii. i67 . 
v. 167. 
vil and viii. I3o , I67 , 285 . 

IIERCHANT OF IENICE. 

Act I. 

Sc.i. 48 ,61, 7 ° , 76 . 
ii. 54, 56, 7 °. 
iii. 4,-9, 61-4, 262. 

Act II. 
Sc. i. 53- 
ii. 76. 
iii. 76, 84. 
iv. 84, 85. 
v. 6o, 76, 83. 
ri. 84, 85. 
vil 53, 55. 
viii. 78. 
ix. 55 . 
Act III. 
Sc. i. 6o, î 6, 78, 79, 85- 
ii. 54-5, 56, 67-9, 76, 78. 
iii. 6o, 76, 78. 
iv. 85, 86. 
v. 76, 85. 

Act IV. 
Scs. i. and il. 49-51, 6o, 64-6, 
70-3,8o, 8î-8, 88-9,254, 25î, 
285 . 
Act V. 
Sc. i. 85, 247. 
IICHARD III. 
Act I. 
8c. i. 92-3, 96, 1oo, iOl, i23. 
il. 93, 94, 96, 97-8, 99, 1oi, 
102, 103--4, II 3. 
iii. 95, 96, 111--3, II 5. 
iv. Io8, 114, 116, 24o-I. 
Act II. 
Sc. i. 9ç, ioi, o8, 116, 
ii. 95, ioo, io9, 111-2. 
Act III. 
Sc. i. 91, 99, Ioo. 
il. Io9, 117, 249. 
iii. 114, I15, I2o, 285 . 
iv. 98, Ioo, II4, II 5. 
v, vil 96, 99- 
Act IV. 
Sc. i. I04, III-2, II6. 
ii. II% 262, 280, 285. 
iii. 94, 120-1. 
iv. 91, 95, II-2, 115, 121-2. 
Act V. 
Sc. i. ii5, 118. 
iii. 95, 122-3. 
iv. and v. I23. 
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MS. collections of the late Richard Cleasby. Enlarged and complet by 
G. Vigffisson, M.A. With an Introduction. and Life of Richa Cleasby, by 
G. Webbe Dasent, D.C.L. x874. 4to. L 7 s. 
-  List of Eglish llZvrds the EO,mv[vffy of whic is 
ilhtslrated fiy comarison ilh celandic. Prepared in the form of  
AVçENDX to the above. By W. W. Skeat, M.A. 876. stltched, 2s. 
-- n ]cclandic Prose Rcadcr, with Notes, Grammar and 
Glossary. by Dr. Gudbrand Vigf6sson and F. York Powell, M.A. 879. 
Extra fcap. 8vo. os. 6d. 
LAT.A atin D&tioza3,. founded on Andrews' edition 
of Freund's La6n Dictionary, revised, enlarged, and in great part rewritten 
by Charlton T. Lewis, Ph.D., and Charles Short, LL.D. 879 4to. L ris. 
SANSKRIT.-- ractical Çrammar of the Sansbrit Lataffc, 
arranged with reference to the Classical Languages of Europe. for the use of 
English Students, by blonier Williams, M A. Fourth Edition, 877. 8vo. Ss. 
  Sansrit-Enfflis DictivmU, Etymologically and 
Philologically arrang, with scial reference to Greek. tin, German. Anglo- 
Saxon, Eglish, and other cognate It,do-European Languages. By Monier 
Williams, M.A. 872. 4to. . t. 6d. 
NalvpdZ'hydna»z. Story of Nala, an Episode of the 
Mah-BhArata: the Sanskrit text, with a copious Vocabulary. and an improved 
version of Doen Milman's Translation, hy Mouler Wdliams, M.A. Second 
Edition, Revised and Improved. 879. 8vo. s. 
 Sabmetald. A Sanskrit Drama, in Seven Acts. Edited 
by Monier Williams, M.A. Second Edition, 876. 8vo. 2s. 
SRIAC. T]&sam7EEs Syriacus : collegerunt Quatremère, Bern- 
stein, Lorsbaeh, Arnoldi. Agrell, Field, Roediger: edidit R. Payne Smith, 
S.T.P. Fasc. I-VI. 868-83. sm. fol. each, l. s. Vol. I, containing 
Fasc. I-V, sm. fol. 5L Ss. 
 The Bvvb of Kalzlah and Dimnah. Translated from Arabic 
into Syriac. Edited by W. Wright. LL.D.» Professor of Arabic in the Uni- 
versity of Cambridge. 884. 8vo. 2s. 
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GIEEK CIASSICS, &c. 
tristolhancs: A Complete Concordance to the Comedies 
and Fragments. By Henry Dunbar, lXi.D. 4to. 1L 
ristotlc : The tgolitics, translated into English, with Intro- 
duction. Marginal Analysis, Notes, and Indices, by 13. Jowett, bI.A. Medium 
8vo. lVcar O, rea«ty. 
Hcracliti Flhesii Rcliquiae. Recensuit I. ]3ywater, M.A. 
Appendicis loco additae sunt Diogenis Laertii Vita Heracliti, Particulae Hip- 
pocratei I)e Diaeta Libri Primi, Eistolae Heracliteae. I877. 8vo. 6s. 
Homcr: A Complete Concordance to the Odyssey and 
Hymns of IIomer ; to which is added a Concordance to the Parallel Passages 
in the Iliad, Odyssey, and IIymus. By Henry Dunbar, M.D. 188o. 4to. IL lS. 
Scholi« Çracca izz Zliad«m. Edited by Professor W. 
I)mdorf, after a new collation of the Venetian MSS. by 13. 13. Monro, M.A., 
I'el:low of Oriel College. 
Vols. I. I1. 1875. 8vo. 4s. 
Vols. III. IV. 1877. 8vo. 6s. 
Vols. V. VI. lu lhe lress. 
Scholia Çracca izt Odlsseazu. Edidit Guil. Dindorfius 
Tomi II. x855. 8vo. x5s. 6d. 
Plato : A2pology, with a revised Text and English Notes, and 
a Digest of Platonic Idioms, by James Riddell, M.A. x878. 8vo. Ss. 6d. 
lhilcb¢ts, vith a revised Text and English Notes, by 
Edward Poste, M.A. I86o. 8vo. 7s. 6d. 
Sohistcs and toliticus, vith a revised Text and English 
Notes, by L. Campbell. M.A. I867. 8vo. 1Ss. 
 Theaelctets, with a revised Text and English Notes, 
by L. Campbell, ,M.A. Second Edition. 8vo. 1os. 6d. 
 The f)ialoe¢tcs, translated into English, with Analyses 
and Introductions, by B. Jowett, M.A. A new Edition in 5 volumes, medium 
8vo. 875. 31 . 1os. 
The tVcublic, translated into English, with an Analysis 
and Introduction, by B. Jowett, M.A. Medium 8vo. x zs. 
 Itdcx lo. Compiled for the Second Edition of Professor 
Jovett's Translation of the I)ialogues. 13y Evelyn Abbott, M.A. I875. 
8vo. paper covers, s. 6d. 
Tkucydides: Translated into English, with Introduction, 
Marginal Analysis, Notes, and Indices. 13y B. Jowett, II.A.  vols. 88. 
Medium 8vo. xL es. 
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THE HOLà- SCRIPTURES, &c. 
ENGLISH.--The Holy Bible iu the earlicst English :ersions,. 
ruade from the Latin Vulgate by John Wycliffe and his followers : edited by 
the Rev.J. Forshall and Sir F. Madden. 4 vols. iSfio. Royal 4to. 3L 3s. 
[Also relsrinted from the above, with Introduction and Glossar¥ 
by W. W. Skeat, 
Tic Books of ob, Psalms, Provcrbs, Ecclcsiastes, and the 
So of Solomon : aeeording to the Wycliffite Version made by Nieholas 
de Hereford, about A.D. 1381 , and Revised by John Purvey, about A.D. I388. 
Extra fcap. 8vo. 3s. 6d. 
The Ncw Tcsta»tent itt Ezglish, according to the Version 
by John Wycliffe, about A.P. 138o, and Revised by John Purvey, about A.P. 
I388. Extra fcap. 8vo. 6s.] 

 The Holy Bible: an exact reprint, page for page, of the 
AuthorisedVersion published in the year x6 . Demy 4to. halfbound, L s. 
---- The Psaltcr, or Psal»ts of Davicl, and certaht Caltticles, 
 vith a Translation and Exposition in English. by Richard Rolle of Hampole. 
Edited by H. R. Bramley, 5I.A., Fellow of S. M. Magdalen College, Oxford. 
With an Introduction and Glossary. Demy 8vo. xL s. 
GOTHIC.--The Gospcl of St. [ark it Gothic, according to 
the translation made by Wulfila in the Fourth Century. Edited with a 
Grammatical Introduction and Glossarial Index by W. W. Skeat, bl.A. 
Extra fcap. 8vo. 4 s. 
GREEK.--Vetus Tesla/zetttttt¢ ex Versione Septuaginta Inter- 
pretum seeundum exemplar Vaticanum Romae editum. Aceedit potior varietas 
Codieis Alexandrini. Tomi III. Editio Altera. Smo. Ss. 
OriEenis Iexaplorutt quae supersunt; sire, Veterum 
Interpretum Graeeorum in totum Vetus Testamentum Fragmenta. Edidit 
Fridericus Field, A.M.  vols. 875. 4to. fil fs. 
The 17ook of l'Visclom: the Greek Text, the Latin 
Vulgate, and the Authorised English Version; with an Introduction, Critical 
Apparatus, and a Commentary. By William J. Deane, 5I.A. Small 4to.  zs. 6d. 
---- Novum Testa»tetum Gracce. Antiquissimorum Codicum 
Textus in ordine parallelo dispositi. Aecedit eollatio Codicis Sinaitici. Edidit 
E. H. Hansell, S.T.]3. TorailII. x864. 8vo. halfmorocco, L lZS. 6d. 
çrovu/t Testamcttutt Gracce. Accedunt parallela S. 
Seripturae loca, necnon vetus capitulorum notatio et canones EuseMi. Edidit 
Carolus Lloyd» N.T.P.R. I8mo. 3s. 
'Ihe saine on writing laalaer, with large margini IiS. 



CZARENDON PRESS, OXFORD. 5 

GREEK.--Vottm Testamentnm Graece juxta Exemplar 1V[illia- 
nmn. 18mo. s. 6d. 
?he same on riting laler, with large margin, 9 s. 
ïvan,clia Sacra Gracce. Fcap. 8vo. limp, IS. 6d. 
 Thc Grcck Testament, wlth the Readings adopted by 
the Revisers of the Authorised Version :-- 
(I) Pica type, with lIarginal References. Demy 8vo. IOS. 6d. 
() Long Primer type. Fcap. 8vo. 4 s. 6d. 
(3) The saine, on writing paper, with wide margin, 15s. 
The Parallcl New Testament, Greek and English ; being 
the Authorised Version, i6I; the Revised Version, 188I; and the Greek 
Text followed in the Revised Version. 8vo.  2s. 6d. 
The Revised Version is the joint property of t/ce Universities of Oxford and Cambridge 
Canon Jl[ttl'alo'iantts: the earliest Catalogue of the 
Books of the New Testament. Edited with Notes and a Facsimile ot the 
1IS. in the Ambrosian Library at llilan, by S. P. Tregelles, LL.D. ,867. 
4to. les. 6d. 
 Outlines of Tcxtttal Criticistn atplicd to lhe Ncw Tesla- 
nent. By C. E. Hammond, M.A. Fourth Edition. Extra fcap. 8vo. 3s. 6d. 
HEIREW, etc.--The Psalms in Hcb»ew wilhoulpoinls, a879. 
Crown 8vo. 3s. 6d. 
 ./1 Cotnmcntaf 7 on thc 17ook of Proverbs. kttributed 
to Abraham Ibn Ezra. Edited from a IIS. in the Bodleian Library by 
S. P,. Driver, I.A. Crown 8vo. paper covers, 3s. 6d. 
 Thc oole of Tobit.  Chaldee Text, from a unique 
11. in the Bodleian Library ; with other Ftabbinical Texts, English Tran.la- 
tions, and the Itala. Edited by Ad. Neubauer, M.A_. 1878. Crown 8vo. 6s. 
Horae Hcbraicae et Tahuudicae, a J. Lightfoot. /k new 
Edition, by R. (_;andeIl, lX.A. 4 vols. 18. 8vo. IL s. 
LATIN.--Libri tgsa[ttoTttn Versio antiqua Latina, cure Para- 
phrasi Anglo-Saxonica. Edidit I3. Thorpe, F.A.S. I83 8vo. 1os. 6d. 
Old-Latin tiblical Tcxls : 2Vo. L The Gospel according 
to St. llatthew from the St. Germain MS. (gt). Edited with Introduction 
and Appendices by John Word»worth, II._A_. Small 4o., stiff covers, 6s. 
OLD-FRENCH.Libri tsalntortt nz Versio antiqua Gallica e 
Cod. IiS. in Bibl. Bodleiana adservato, una cure Versione Metrica aliisque 
]Xlonumentis pervetustis. Nunc primum descripsit et edidit Franciscus .Michel, 
lhil. Doc. 186o. 8vo. IOS. 6d. 
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IATHEIS O1 THE CHURCH, &c. 
St. Athanasius : t-Iistorical IVritiugs, according to the Bene- 
dietine Text. With an Introduction by William Bright, D.D. I88I. Crown 
8VO. IO$. 6d. 
Orcttious ctgainst the Ariaus. With an Account of his 
Life by William Bright, D.D. 1873. Crown 8vo. 9s. 
St.A«usline : Sclcct Anti-Pclagian Trcatiscs, and the Acts 
of tlae Second Council of Orange. With an Introduction by William Bright, 
D.D. Crown 8vo. 9 s. 
Cnons of the First Four Gcucral Cuuci[s of Nicaea, Con- 
stantinople, Ephesus, and Chalcedon. I877. Cron 8vo. 2s. 6d. 
-- Notcs on the Canons of the First Four Gcncral Councils. 
By William Bright, D.D. 1882. Crown 8vo. fs. 6d. 
Crilli Archicpiscopi Alc'amtrini in XI _P'ophetas. Edidit 
P. E. Pusey, A.M. Tomi II. 1868. 8vo. cloth, 2L 2s. 
 Dt D. 3eoannis Evangclium. Accedunt Fragmenta varia 
necnon Tractatus ad Tiberium Diaconum duo. Edidit post Aubertum P. 
E. Yusey, A.M. Tomi III. 1872. 8vo. 2L fs. 
-- Commentarii in Zucae Evangelium quae supersunt 
Syriace. E MSS. apud Mus. Britan. edidit R. Payne Smith, A.M. 1858. 
4to. 1L 
 Translated by R. Payne Smith, M.A. 2 vols. I859. 
8VO. I4S. 
E2Ohracmi S3,r L Rabulae Episcopi Edesseni, Balaei, aliorum- 
que Opera Selecta. E Codd. Syriacis MSS. in Museo Britanntco et 13ibliotheca 
Bodleiana asservatis primus edidit J. J. Overbeck. I86. 8vo. t/. lS. 
Euscbius' cclcsiasIical ttistoy, according to the text of 
Burton, with an Introduction by William Bright, D.D. I8SI. Crown 8vo. 
Ss. 6d. 
[renacus: The Third Book of St. ['enacus, Bishop of Lyons, 
against Heresies. With short l'otes and a Glossary by H. Deane, B.D. 
I34 Crown 8vo. Os. 6d. 
tatrum Aostolicorum, S. Clementis Romani, S. Inatii, 
S Polycarpi, quae supersunt. Edidit Guil. Jacobson, S.T.P.R. Tomi II. 
Fourth Edition, 165. 8vo. IL fs. 
Socrates' EccIesiastical Histot7, according to the Text of 
Hussey, with an Introduction by William 13right, D.D. 187. Crom 8vo. 
7s. 6d. 
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ECCLESIASTICAL HISTOIY, BIOGIAPHY, &c. 
Ancicnt LitmTy of the Çhurck of tïulattd, accordin Z to the 
uses of Sarum York, Hereford, and Bangor, and the Roman Liturgy arranged 
in parallel columns, with preface and notes. By William Ma»kell, M.A. 
Third Editioa. I882. 8vo. 
Bacdae Historia Ecclesiastica. Edited, with English Notes, 
by G. H. Moberly, M.A. 18i. Crown 8*.0. tos. 6d. 
Bright (IV.). Chaptcrs of Early Englisk Churclt History. 
188. 8vo. 12s. 
17mwet's History of ihe ReformaNon of tke Curck of Etland. 
A new Èdition. Carefully revised, and the Records collated with the originals, 
by N. Pocock, M.A. 7 vols. I865. 8vo. t'rite rcducedto IL IOS. 
Councils and Ecclcsiastical Documcuts relating to Grcat Eritain 
and Ireland. Eited, after Spelman and Wilkins, by A. W. IIaddan, B.D.1 
and W. Stubbs, M.A. Vols. I. and III. 1869-7I. Medium8vo. each 
Vol. II. Part I. 1873. Medium 8vo. Ios. 6d. 
Vol. II. Part II. 1878. Church of Ireland; Memorials of St. Patrick. 
Stiff covers, 3 s. 6d. 
I[amilton (yohn, Archbislwp of St. Andrews). The Catcchism 
o_/'2 Edited, with Introduction and Glossary, by Thomas Graves Law. With 
a P*eface by the Right Hon. W. E. Gladstone. 8vo. 12s. 6d. 
Hammond (C. E.). Litttrffics, Eastcrn and IVestern. Edited, 
with Introduction, Notes, and Liturgical Glossary. 188. Crown 8vo. les.6d. 
A.n A.llendix o he bovo. 189. Crown 8vo. paper eovers, Is. 6d. 
yokn, Eishop of Ephestts. The Thh'd Par! of his Eccle- 
siastical I-Iistoy. [_In Syriac.] Now first edited by William Cureton, M.A. 
I853. 4to. IL 2s. 
 Translated by R. Payne Smith, M.A. 86o. 8vo. IOS. 
Leofric 3[issal, T/m, as used in the Cathedral of Exeter 
during the Episcopate of its first Bishop. A.P. IO5O-IO72 ; together with some 
Account of the Red Book of Derby, the Missal of Robert of Jumièges, and a 
few other early MS. Service Books of the English Church. Eited. with In- 
troduction and Notes, by F. E. Warren, B.D. 4to. halfmorocco, 3Ss. 
)[omtmcuta RituaHa tïcclcsiae Auglicattac. The occasional 
Offices of the Church of Etagland according to the old use of Salisbury, the 
Prymer in Etaglish, at,d other prayers and forms, with dissertations and notes. 
By William Maskell, M.A. Second Edition. I88. 3 vols. 8vo. 2L Ios. 
Records oftke Re[ormation. The Divorce, ,.57-,53.3. Mostly 
now for the first rime printed lrom MS,S. in the British Museum and other libra- 
ries. Collected and arranged by N. Pocock, M.A. 187o. 2 vols. 8vo. 



Shh'ley ( IV. l'V.). Some Account of the Church in the Aostolic 
/ge. Second Edition, x874. fcap. 8vo. 3s. 6d. 
Stubbs (W.). Rcgistrum Sacrum Anglicanum. An attempt 
to exhibit the course of Episcopal Succession in England. x858. Small 4to. 
8s. 6d. 
Warrcn (F. E.). LituZy and Ritztal of the Celtic Clturck. 
x88x. 8vo. x4s. 

ENGLISH TIIEOLO GY. 
But/o"« IVork«, with an Index to the Analogy. OE vols. ,84. 
8VO. IIs. 
Also separately, 
Serinons, 5s. 6d. A ualogy o]  Religion, 5 s. 6d. 
Grcswcl[s Harmonia Evangelica. Fifth Edition. 8vo.  855. 
9 s. 6d. 
Ircnrtlcy's Iarmoni« Symbolica: Creeds of the Western 
Church. x858. 8vo. 6s. 6d. 
I¢omilies alpoiutcd to be read in Churches. Edited by 
j. Griffiths, M.A. 859. 8vo. 7s. 6d. 
Irooker's Works, with his lire by Walton, arranged by John 
Keble, M.A. Sixth Edition, 874. $ vols. 8vo. xL *s. 6d. 
the text as arranged by John Keble, M.A.  vols. 
I875. 8VO. I Is. 
Yewel's lVorks. Edited by R. W. Jelf, D.D. 8 vols. t848. 
8vo. IL lOS. 
_Pearson's Exposition of the Crecd. Revised and corrected by 
E. t3urton, D.D. Sixth Edition, i87. 8vo. lOS. 6d. 
IVaterlaud's Revicw of the Doctrine of the Eucharist, with 
a Preface by the late t3ishop of London. Crown 8vo. 6s. 6d. 
Works, with Life, by Bp. Van Mildert. A new Edition, 
with eopious Indexes. 6 vols. I86. 8vo. aL IS. 
IVhcatly's Illustration of the Eook of Cbmmon _Praycr. A new 
Edition» I846. 8vo. s. 
l/Vyclif. ,4 Catalogue of the Origilal IVorks of ohn Wyclif, 
by W. W. Shirley, D.D. x86$. 8vo. 3s. 6d. 
 Select Englisk IVorks. t3y T. Arnold, M.A. 3 vols. 
i869-i8i. 8vo. trice reduced to xl. 
 Trialogus. With the Supplement now first edited. 
By Gotthard Lechler. 1869. 8vo. trice reduced fo s. 
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HISTORICAL AND DOCUIIENTARY rORKS. 

Brilislt tarrows, a Record of the Examination of Sepulchral 
Mounds in various parts of England. By Wilham Greenwell, M.A., F.S.A. 
Together with Description of Figures ot Skulls, General Remarks on Pre- 
historie Crania, and an Appendix by George Rolleston, M.D., F.R.S. 1877. 
Medium 8vo. 25s. 
Britton. A Trcatise tpon the Commou Lai oJ England, 
eomposed by order of Kiug Edward I. The French Text carefillly revised, 
with an English Translation, Introduction, and Notes, by F. M. Nichols, M.A. 
2 vols. I865. Royal 8vo. l. I6s. 
Clarendou's Histo,y oJ the Rebdliou and Civil Wars in 
England. 7 vols. I839. I8mo. 
Clarcndou's Hislory oJ the Rebcllion and Civil Wars in 
England. Also his Life, written by himself, in which is included a Con- 
tinuation of his History of the Grand Rebellion. With copions Indexes. 
In one volume, royal 8vo. I842. L es. 
Cintod 'itome of t/w Fasti HdlcnicL 18 5 . 8vo. 6s. 6d. 
--- Fpilome of the Fasli RomanL ]854. 8vo. 7s. 
Corvs Pocticvm Eorcalc. The PoetI T of the Old Northern 
Tongue, trom the Earliest Times to the Thirteenth Century. Edited, clas- 
sified, and translated with Introduction. Excursus, and Notes, by Gudbrand 
Vigf6sson, M.A., and F. York Powell, M.A. 2 vols. I883. 8vo. 42s. 
Frecman (E. A.). Histoy of the Norman Conquest of Enff- 
land; its Causes and Results. In Six Volumes. 8vo. fil 9 s. 6d. 
Freeman (E. A.). T/te Rcigu of IVi/li«m Rttflts and t/te 
Accession of Henry the First.  vols. 8vo. Il. 165. 
Gascoiffne's Theological 1)ictionm7 ("Liber Veritatum"): 
Selected Passages, illustrating the condition of Church and State, I4o3-x458. 
With an Introduction by James È. Thorold Rogers, M.P. Small 4to. lOS. 6d. 
3lagna Carta, a careful Reprint. Edited by W. Stubbs, M.A. 
1879. 4to. stitched, 
lassio et [iracula 13cati Olaui. Edited from a Twelfth- 
Century MS. in the Library of Corpus Christi College, Oxford, with an In- 
troduction and Notes, by Frederick Metcalfe, M.A. Snlall 4to. stiff covers, 6s. 
trotests of the Lords, including those vhich bave been ex- 
punged, from I624 to 874; vith Historical Introductions. F.dited by James 
E. Thorold Rogers, bI.A 1875. 3vols. 8vo. 2l. zs. 
Rogers (5 e. E. T.). Histoy of Agriculture aud triccs 
England, A D. 1259-I793. 
Vols. I and II (259-4o). 866. 8vo. 2l. s. 
Vols. III and IV (I4OI-a58). I88Z. 8vo. 2l. 1os. 
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Saxon Chronides ( Two of lhe) paralId, with Supplementary 
Extracts from the Others. Edited, ,vith Introduction, Notes, and a Glos- 
sarial Index, by J. Earle, M.A. I865. 8vo. I6S. 
çlurlmzga Saga, including the Islendinga Saga of Lawman 
Sturla Thordsson and other works. Edited by Dr. Gudbrand Vigft'lsson. 
In 2 vols. 18ï8. 8vo. 21. 2s. 
toeork tlays. The Plays performed by the Crafts or Mysteries 
of York on the day of Corpus Christi in the I4th, 15th, and 6th centuries. 
Now fil'St printed fiom the unique manuscript in the Librarv of Lord Ashburn- 
ham. Edited with Introduction and Glossary by LueyTolmin Smith. 8vo. 
2s. Just tublished. 

Statu les ruade for the Univcrsity of Oaford, and for lhe Çolh'cs 
and IIails therein, by the University otOxford Commissioners. 882. bvo. 
2s. 6d. 
Stature UnivcrsitaNs Owoniensis. ,884. 8vo. . 
The Studcnt's lfandbook go t]w Univcrsity and Çollcges of 
Oxford. Scventh Edition. x883. Extra fcap 8vo. 2s. 6d. 
The Oaford Umk,crs#y Çalcndar for the year 1885. Crown 
8vo. 4s. 6d. 
The preoent Edition includes ail Class Lists and oer Univeity distctions for 
the rive years ending vith 884. 
Also. supplementary to the above, price Os. (pp. 606), 
çhe Honoztrs cgist«r of the Unizrrsity of Oxford.  complete 
Record of University Honours, Officers, Distinctions, and Class Lists; of the 
Heads of Colleges, &c.. &e., fi-om the Thirteenth Century to 883. 
MATHEMATICS, PHYSICAL SCIENCE, &c. 
AclmM (. W., M... .R.S.). nopsis o[ Ze Paological 
Series in lhe Oxford /«seum. 1867. 8vo. 2s. 6d. 
Aslronomical Observations ruade at the University Observ- 
atory, Oxford. under the direction of C. Pritchard, M.A. No. I. ]878. 
Royal 8vo. paper covers, as. 6d. 
ai 7 (Dr. A.) ComparaNve Atatomy of ihe I'getaN,e 
Organs o¢'the Pha«eroa»s and Ferns. Translated and Annotated by F. O. 
Bower, M A., F L.S.,  and D H. Scott, M.A., Ph.D., F.L.S. With two 
hundred md forty-one woodcuts and an Index. Royal 8vo., hall morocco, 
IL 2s. 6d. 
3[iillcr (7.). On certain bmlt)ns Dt the l)cal Oans of 
lhe seres /bat hae h#herto escad notice. Trauslated by F. J. Bc]I, B.A., 
and edited, ith an Appendix, by A. H. Garrod, M.A., F.R.S. With Plates. 
]SîS. 4to. paper covers, 7. 6d. 
Pkilks (ohn, 3[.A., U.RS.). Gedogy of Oaford and tAe 
Vallon lhe Tha»es. Sîx. 8vo. 2s. 
 Cuvius. x869. Crown8vo. IOs. 6d. 
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Price (Bartholomew, _[.t., F.R.S.). Trcatise on hfildtcsimal 
Calculus. 
VoL I. Differential Caleulus. Second Edition. 8vo. i4s. 6d. 
Vol. II. Integral Calculus, Calculus of Variations, and Differential Equations. 
Second Edition, i865, 8vo. 
Vol. |II. Statics, including Attractions; E)ynamies of a Material Particle. 
Second Edition, 1868. 8vo. 16s. 
Vol. IV. Dynamics of Material Systems; together with a chapter on Theo- 
retical Dynamics, by W. F. Donkin. M.A., F.R.S. 862. 8vo. 6s. 
Rigaud's Çorrcstoudcne of Scicntiflc 17[clz of Lkc J 7th 
with Table of Contents by A. de Morgan. and Index by the Rev. J. Rigaud, 
M.A.  vols. 84-$6. 8vo. ISs. 6d. 
Rollestou (Goe, I.D., F.R.S.). Sci«ntiflc Paflcrs amt 
dresses. Arranged and Edited by William Turner. M.B., F.R.S.). With a 
Biographical Sketch by Edward Tylor, F.R.S. With Portrait, Plates, and 
Woodcnts.  vols. 8vo. IL 4 s. 
Sachs' Tc.v-Eook oJ totany, _:orphological and Physiological. 
.4 New £di/ion. Translated by S. H. Vines» M.A. 188z. Royal 8vo., hall 
moroeeo, *L  *s. 6d. 
Westwood ( y. 0., 3[.A., F.R.S.). Thcsaurns Entomoh«icus 
[-fojbet'anus. or a Description of the rarest Insects in the Collection given to 
the Uuiversity by the Rev. William Hope. With 40 Plates. I74- Small 
folio, hall momeeo, 71. ios. 

TRANSLATED BY VARIOUS ORIENTAL SCHOLARS, AND EDITED BY 
F. MAX IIULLER. 
[Demy 8vo. cloth.] 
Vol. I. The Upanishads. Translated by F. Max Mtiller. 
Part I. The Z'hâdogya-upanishad, The Talavakâra-upanishad. The Aitareya- 
âranyaka, The Kaushîtaki-brâhmata-upanishad, and The Vâgasaxeyi-samhit.- 
upanishad, les. 6d. 
Vol. II. The Sacred Laws of the Âryas, as taught in the 
Sehools ofÀpastamba, Gautama, Vâsishtha, and Baudhyana. Translated by 
Irof. Georg Biihler. Part I. Âpastamba and Gautama. os. 6d. 
Vol. III. The Sacred Books of China. The Texts of Con- 
fueianism. Translated by James Legge. Part I. The Shû King, The Reli- 
gious portions of the Shih King, and The Hsio King.  s. 6d. 
Vol. IV. The Zend-Avesta. Translated by James E)arme- 
steter. Part I. The Vendîdâd. les. 6d. 
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Vol. V. The Pahlavi Texts. Translated by E. W. West. 
Part I. The Bundahis, Bahman Yast» and Shyast lâ-shâyast, x us. 6d. 
Vols. VI and IX. The Qur'ân. Parts I and II. Translated 
by E H. Palmer. UlS. 
Vol. VII. The Institutes of Vishnu. Translated by Julius 
Jolly. os. 6d. 
Vol. VIII The Bhagavadgîtâ, with The Sanatsuoeâtîya, and 
The Anugîta. Translated by Khinâth Trimbak Telang. xos. 6d. 
Vol. X. The Dhammapada, translated ri-oto Pli by F. Max 
Miller ; and The Sutta-Nlpâta, translated from Pâli by V. FausbiSll; being 
Canonical Books of the Buddhists. xos. 6d. 
Vol. XI. Buddhist Suttas. Translated from Pâli by T. W. 
Rhys Davids. x. The Mahâparinibbâna Suttanta ; 2. The Dhamma-kakka- 
ppavattana Sutta; 3- The Tevioeg'a Suttanta; 4- The Akafikheyya Sutta; 
5- The lxCokhila Sutta ; 6. The Mahâ-sudassana Suttanta ; î. The Sabbsava 
Sutta. lOS. 6d. 
Vol. XII. The Satapatha-Brâhmaua, according to the Text 
of the M:idhyandina School. Translated by Julius Eggeling. Part I. 
lqooks I and II. I zs. 6d. 
Vol. XIII Vinaya Texts. Translated from the Pâli by 
T. W. Rhys Davds and Hermann Oldenberg. Part I. The P.timokkha. 
The Mahâvagga, I-IV. xos. 6d. 
Vol. XIV. The Sacred Lavs of the Âryas, as taught in the 
Schools ot pastamba, Gantama, Vâsishtha and Baudh.yana. Translated 
by Georg Biihler. Part II. Vasish/ha and Bandhâyana. xos. 6d. 
Vol. XV. The Upanishads. Translated by F. Max Mfiller. 
Part Il. The Katha-upanishad, The Mundaka-upanishad, The Taittirîyaka- 
upanishad, The Brihadâranyaka-upanishad, The Svetasvatara-upanishad, The 
t'rasïa-upanishad, and The Maitr'ya»a-Brâhmana-upanishad. Ios. 6d. 
Vol. XVI. The Sacred t3ooks of China. The Texts of Con- 
fueianism. Translated by James Legge. Part II. The Yî King. os. 6d. 
Vol. XVII. Vinaya Texts. Translated from the Pâli by 
T. W. Rhys Davids and Hermann Oldenberg. Part II. The Mahâvagga, 
V-X. The lx-ullavagga, I-IIl. IOS. 6d. 
Vol. XVIII. Pahlavi Texts. Translated by E. W. West. 
Part II. The Dâdistân-î Dînîk and The Epistles of Mânfiskîhar. I us. 6d. 
Vol. XIX. The Fo-sho-hing-tsan-king. A Life of Buddha 
by Asvaghosha Bodhisattva, translated flom Sanskrit into Chinese by Dhar- 
maraksha, A.». 4uo, and from Chinese into English by Samuel Beal. Ios. 6d. 
Vol. XXI. The Saddharma-pundarîka or the Lotus of the 
True Law. Translated by H. Kern. I2s. 6d. 
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Vol. XXIII. The Zend-Avesta. Part II. The Sirôzahs, 
Yats, and Nyâyis. Translated by James Darmesteter. 1os. 6d. 
The following Volumes are in the Press :- 
Vol. XX. Vinaya Texts. Translated from the Ptli by T. \V. 
Rhys Davids and Hermann Oldenberg. Part III. The A'ullavagga, 1-IV. 
Vol. XXII. Gaina-Sfltras. Translated from Prâkrit by Her- 
mann Jacobi. Part I. The krït/xga-Sfitra. The Kalpa-Sfitra. 
Vol. XXIV. Pahlavi Texts. Translated by E. W. West. 
Part III. Dînâ-î Maînôg-î Khîrad, Shikand-gu-mânî, and Sad-dar. 
Second Series. 
Vol. XXV. Manu. Translated by GEORG Bt)IILER. Part I. 
Vol. XXVI. The Satapatha-Brâhmaza. Translated by 
Julius Eggeling. Part II. 
nrtola @xon/nsia : 
[Small 4to.] 
Classical Series. I.i. The Eglis/z l[auscri?ts o the 
comac]teatt Elltics, described in relation to Bekker's MalmSClipts and other 
Sources. 13y J. A. Stewart, M.A. 3s. 6d. 
 I. il. Notius «[arcelhts, de Compendiosa Doctrina, 
Harleian MS. 79. Collated by J. tt. Onlons, M.A. 3s. 6L 
 I. iii. tris[o[le's Pkysics. Book VII. Collation of 
various MSS. ; with an Introduction by R. Shute, M.A. s. 
-- I. iv. 17entlcy's ]glatttbte Emetdatiots. From his copy 
of Gronovius. By E. A. Sonnenschein, M.A. us. 6d. 
Semitic Series. I.i. Commettary ot Ezra aud Nekcmiak. 
By Rabbi Saadiah. Edited by H. J. Mathews, M.A. 3s. 6d. 
Aryan Series. I.i. lttararh[st Tcxts fi-o»z apaz. Edited 
by F. Max Miiller, M.A. 3s. 6d. 
I. il. Subhdvatî-Vyûha. Description of Sukhâvat, the 
Land of Bliss. Edited by F. Max Millier, M.A., and Bunyiu Nanjio. îs. 6,L 
 I. iii. The Ancient Palm-leaves containing the Prag'Tâ- 
Pâramitâ-Hridaya-Sûtra and the Ushnîsha-Vigzya-Dlratî, edited by F. Max 
Millier, M.A., and Bunyiu Nanjio, bl.A. With an Appendix by G. Bfihler. 
With many Plates. os. 
Mediaeval and Modern Series. I.i. Sbtotomct artholomei; 
A Glossary from a Fourteenth-Century MS. in the Library of Pembroke 
College, Oxford. Eited by J. L. G. Movat, M.A. .s. 6d. 
 I. iii. The Saltair Ara Razzu. A Collection of Early 
Middle Irish Poems. Edited from a MS. in the ]3odleian Library by V hifley 
Stokes, LL.D. 7s. 6d. 
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I. NGLISH. 
tt First leadil toole. By Marie Eichens of Berlin ; and 
edited by Arme J. Clough. Extra fcap. 8vo. stiff covers, 4 d. 
O.ford Ieading tTook, Part I. For Little Children. Extra 
fcap. 8vo. stiff covers, 6d. 
Oard Rcading tToole, Part II. For Junior Classes. Extra 
fcap. 8vo. stiff eovers, 6d. 
At Elcmettary nElisk Grammar and Exorcise Iook. By 
O. W. Taneock, M.A. Second Edition. Extra feap. 8vo. Js. 6d. 
An ilisk Grammar ad Rcadi Book, for Lower Forms 
in Classical Schools. By O. W. Tancoek, M.A. Fourth Edition. Extra 
fcap. 8vo. 3s. 6d. 
Tyical Sclections from thc best English lVritcrs, with Intro- 
duetory Notices. Second Edition. In Two Volumes. Extra tap. 8vo. 
3s. 6d. eaeh. 
¥ol. I. Latimer to Berkeley. Vol. II. Pope to Maeaulay. 
Shab'p ( y. C., LL.D.). A@ects of I)oett7 ; being Lectures 
delivered at Oxford. Crown 8vo. os. 6d. 

tTook [or t]w tTcgimer in Anglo-Saxon. By John Earle, 
M.A. Third Edition. Extra fcap. 8vo. s. 6d. 
Atglo-Saxon Readcr. In Prose and Verse. With Gram- 
matical Introduction, Notes, and Glossary. By Hen Sweet, M.A. FouroE 
Edition, Revised and Enlarged. Extra fcap. 8vo. Ss. 6d. 
AtElo-Saxon Primer, with Gmmmar, Notes, atd Glossao,. 
By the saine Author. Second Edition. Extra feap. 8vo. 2s. 6d. 
irst A[id, lle Englisk Primer, ¢c,ith Grammar atd Glossa 7. 
By the saine Author. Extra feap. 8vo. 2s. Just ublished. 
Thc Philoloffy oJ the Etglisk Tongue. By J. Earle, 
Third Edition. Extra feap. 8vo. 7s. 6d. 
Handbook of'Phonctics, including a Popular Exposition of 
the Principles of Spelling Refo. By Henry Sweet, M.A. Extra feap. 8vo 
M. 6d. 
Tke Ormuhtm; with the Notes and Glossa of Dr. R. 
White. Edited by R. Holç M.A. 88. 2 vols. Extra feap. 8vo, 
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Etlish Plant Names from the Tenth to the Fifteenth 
Century. By J Earle, IXI.A. Small fcap. 8vo. fs. 
S2ccimcl«s of Early En.glish. A New and Revised Edition. 
Wth Introduction, Notes, and Glossarial lqdex. By R. lXIorris, LL.D., and 
W. W. bkeat, M.A. 
Part I. From Old English Itomilies to Ki,tg Ilom (A.P. I15O to ,.D. 13oo ). 
Extra feap. 8vo. 9 s. 
Part II. From Robert of Gloucester to Gower (A.P. 1298 to A.D. 1393). 
Second Edition. Extra fcap. 8vo. 7s. 6d. 
SpecDtcns of Englislz £itcraltre, from the 'Ploughmans 
Crede' to the ' Shepheardes Calender' (,.D.  394 to ,.D.  579- With l,ttro- 
duetion, Notes, and Glossarial Index. ]3y W. W. Skeat, M A. Extra fcap. 
8vo. 7 s. 6d. 

The Visiot of lVilliam cozcernht Picrs the Plowman, by 
William Laqgland. Edited. with Notes by W. W. Skeat, II.A. Third 
Edition. Extra lcap. 8vo. 4 s. 6d. 
Ckatccr. I. The Prolozte fo thc Caztcrbury Tales ; the 
iKnightes Talc; The Non,e Prestes Tate. Edited by R. Morris, Editor of 
Speeimens of Early English, &e., &c. Fffty-first Thousand. Extra fcap. 8vo. 
2s. 6d. 
 II. The Priorcsscs Talc; Sir TholaS; The 'Ionkes 
"/'aie ; The Clerkes Talc ; The Squieres "/'aie, &c. Edited by W. W. Skeat, 
M.A. Second Edition. Extra fcap. 8vo. 4 s. 6d. 
 III. The Talc of the _[an of £awe; The Pardoneres 
Talc; The Second Nonnes Talc; The Chanouns Yemannes Talc. ]3y the 
saine Editor. Second Edition. Extra fcap. 8vo. 4 s. 6d. 
Gatclyn, Thc Talc of. Edited with Notes, Glossary, &c., b¥ 
W. W. Skeat, II.A. Extra tcap. 8vo. Stiffcovers, s. 6d. Jusl lttblished. 
S]enser's Facy Qteene. Books I and II. Designed chiefl¥ 
for the use of Schools. With Int oduction, Notes, and Glossary. J3y G. W. 
Iitchin, M.A. 
ook I. Tenth Edition. Extra fcap. 8vo. 2s. 
3ook II. Sixth Edition. Extra fcap. 8vo. s. 6d. 
ttooker. cclesiastical PoliO,, 17ook I. Edited by R. W. 
Church, bI.A. Second Edition. Extra fcap. 8vo. 2s. 
27Iarlowe aud Grcew. 21"[arlozve's Tragical. Itistou of 1)r. 
austus, and Greene's Honourable History of riar lacon and Friar lungay. 
Edited by A. W. Ward, gI.A. 1878. Extra fcap. 8vo. fs. 6d. 
[arlowe. Edward IL With Introduction, Notes, &c. 
O. W. Taneoek, M.A. Extra fcap. 8vo. 



,S'hakespcare. Select Plays. Edited by W. G. Clark, M.A., 
and W. Aldis Wright, M.A. Extra fcap. 8vo. stiff covers. 
I. The Merehant of Veniee. s. 
II. Richard the Second. la'. 6d. 
III. Macbeth. xs. 6d. 
IV. Hamlet. es. 

Edited by W. Aldis "Vright, M.A. 
v. The Tempest. s. 6d. 
ri. As You Like It. s. 6d. 
VIl. Julius Coesar. es. 
VIII. Richard the Third. es. 6d. 
IX. King Lear. s. 6d. 
X. A lXlidsummer Night's Dream. s. 6d. 
XI. Coriolanus. es. 6d. 
XII. Henry the Fifth. es. 

XI 1 I. Twelfth Night. Nearly ready. 
Bacon. I. Advancemcut of LcarMng. Edited by W. Aldis 
Wright, M.A. Second Edition. Extra fcap. 8vo. 4 s. 6& 
II. Thc Ussays. With Introduction and Notes. 
Prearation. 
Aliltou. I. Areo2ag'itica. With Introduction and Notes. By 
J. w. Hales, M.A. Third Edition. Extra fcap. 8vo. 
II. Poenzs. Edited by R. C. Browne, I{.A. OE vols. 
Fifth Edition. Extra fcap. 8vo. 6s. 6d. Sold separately, Vol. I. 4s. ; Vol. II. 
In laler covers : 
Lycidas, 3 d. L'Allegro, 3d. Il Penseroso, 4 d. Comus, 6d. 
Samson Agon|stes, 6d. 
III. Samson Aonisles. Edited with Introduction and 
Notes by John Churton Collins. Extra feap. 8vo. stiff covers, s. 
l?ultyau. I. The Pt'lgrim's Progrcss, Grace Aboztnding, Rela- 
tion of lire Imprisonmenl of 2]Ir. [oltn t¢totyan. Edited, with Bioffraphical 
Introduction and Notes, by E. Venables, M.A. 8î9. Extra fcap. 8vo. fs. 
II. ttoly l.Var, -c. Edited by E. Venables, M.A. 
In the Press. 
Drydett. Sclcct Poems. Stanzas on the Death of Oliver 
Cromxvell; Astroea Redux; Annus Mirabilis; Absalom and AchitopheI: 
Religio Laici ; The Hind and the Panther. Edited by W. D. Christie, M.A. 
Second Edition. Extra fcap. 8vo. 3 s. 6d. 
Locke's Conduct of the &Stderstanding. Edited, with Intro- 
duction, Notes, &c., by T. Fowler, M.A. Second Edition. Extra fcap. 8vo. 2s. 
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1ddison. Sdcctions from -papers Dt the Spectator. With 
Notes. By T. Arnold, M.A. Extra fcap. 8vo. 4 s. 6d. 
Steele. Sdcctions from. ByAustin Dobson. Nearly ready. 
-PoTe. With Introduction and Notes. By Mark Pattison, 13.D. 
 I. tïssay ou [au. Sixth Edition. Extra fcap. 8vo, 
IS, 6d. 
-- II. Satires altd Epis/les. Second Edition. Extra fcap. 
8vo. 2s. 
-Parwll. T/ze I-[errait. Paper covers, 
7oknsoz. I. lassehs ; Lires of -Pope and Dryden. Edited 
by Alfred Milnes, B.A. (London). Extra fcap. 8vo. 4 s. 6d. 
-- II. Uanity of Humau IVishes. With Notes, by E. J. 
Payae, M.A. Paper covers, 4 d. 
Gray. Scl«ctcd loems. Edited by Edmund Gosse, Clark 
Lecturer in English Literature at the University of Cambridge. Extra fcap. 
8vo. Stiff covers, xs. 6d. In white Parchment, 3s. .Irust 19ublished. 
tlcy and Ode on tïtot Collee. Paper covers, 
Goldsmith. The 19cserted Village. Paper covers, 
Cowpcr. Edited, vith Life, Introductions, and Notes, by 
H. T. Griffith, B.A. 
 I. T/te 19idactic -Poems of t 78oE, vith Selections from the 
Minor Pieces, A.P. 1779- 783- Extra fcap. 8vo. 3s. 
II. The Tasle, with Tirocbdmu, and Selections front the 
Minor Poems, A.P. x784-1799. Second Edition. Extra feap. 8vo. 3s. 
Burke. Sclcct 1,Vorbs. Edited, with Introduction and Notes, 
by E. J. Payne, M.A. 
 I. Thoehts on t/te -Prescut 19iscontcds ; the two Spceches 
on tmerica. Second Edition. Extra fcap. 8vo. 4s. 6d. 
 II. lecctions on the t;rcnch lcvohttion. Second Edition. 
Extra fcap. 8vo. 
III. our Letters ot the -Proposa& for -Peace witlz the 
Regicide Directory of France. Second Edition. Extra fcap. 8vo. fs. 
leats. Hyerioz, Book I. With Notes by W. T. Arnold, B._A_. 
Paper covers, 4d. 
Scott. Lay of the Last 3[instreL Introduction and Canto I, 
with Preface and Notes by W. Minto, M.A. Paper covers, 6& 
[9] 
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I&tdimeitta Latilm. Comprising Accidence, and Exercises of 
a very Elementary Caracter, for the use of Beginners. By John Barrow 
Allen, M.A. Extra fcap. es. 
Elcme«ta O, Latbt Grammar. 13y the same Author. 
Third Edition, Revised and Corrected. Extra fcap. 8vo. 2s. 6d. 
First Latit Excrcise t?oob. By the saine Author. Fourth 
Edition. Extra fcap. 8vo. es. 
Secoud Latiz E.rcrcise 17ook. By the same Author. Extra 
fcap. 8vo. 3s. 6d. 
]ed«tcuda 3[iltora, or Easy Passages, Latin and Greek, for 
Unseen Translation. For the use of Lower Forms. Cornposed and selected 
by C. S. Jerrarn, M.A. Extra fcap. ls. 6d. 
.4t.çlice Rcddcltda, or Easy Extracts, Latin and Greek, for 
Unseen Translation. By C. $. Jcrram, M.A. Third Edition, Revised and 
Enlarged Extra fcap. 8vo. es. 6d. 
Passagesfor Traslation bto Latiu. For the use of Passmen 
and others. Selected by J. ¥. Sargent, bI.A. Fifth Edition. Extra fcap. 
8vo. zs. 6d. 
Fxerciscs lu Latiz _Prosc Comtosition; with Introduction, 
Notes and Passages of Graduated Difficulty for Translation into Latin. 
G. G. Ramsay, Iq.A., LL. D. Second Edition. Extra fcap. 8vo. 4s. 6d. 
l«irst Latht Rcader. By T. J. Nunns, M..A_. Third Edition. 
Extra fcap. 8vo. es. 
Cacsar. The Commctarics (for Schools). With Notes and 
Maps. By Charles E. Moberly, II.A. 
Part I. The Gallic lVar. Second Edition. Extra fcap. 8vo. 4s. 6d. 
Part II. The Civil IFar. Extra fcap. 8vo. 3s. 6d. 
ï"he Civil IVar. tlook I. Second Edition. Extra fcap. 8vo. es. 
Cicero. Sclcctiolt of hztercstbtg altd descriptive 2passagcs. With 
Notes. By Henry Walford, N.A. In three Parts. Extra fcap. 8vo. 4 s.6d 
Each Part separately, limp, ls. 6d. 
Part I. Anecdotes from Grecian and Roman Itistory. Third Edition. 
Part II. Ornens and Dreams: tleauties of Nature. Third Edition. 
Part III. Rorne's Rule of her Provinces. Third Edition. 
 De Sotcctute and De .4micitia. With Notes. By W. 
Iteslop, M.A. Extra fcap. 8vo. s. 
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Cicero. Sclcctcd Lettcrs (for Schools). With Notes. 13y the 
late C E. Prichard, M.A., and E. R. Bernard M.A. Second Edition. 
Extra fcap. 8vo. 
 Sclcc! Oratiol«s (for Schools). In Verrem I. I)e Imperio 
Gn. Pompeii. ProArchia. Philippica IX. With Introduction and Notes by 
J. R. King, M.A. Second Edition. Extra fcap. 8vo. 2s. 6d. 
Corawlius Nc;os. With Notes. 13y Oscar 13rowning, M.A. 
Second Edition. Extra fcap. 8vo. 2s_ 6d. 
Livy. Sclcctions (for Schools). With Notes and Maps. 13y 
H. Lee-Warner, M.A. Extra fcap. 8vo. In Parts, limp, each lS. 6d. 
Part I. The Caudine Disaster. 
Part II. Hannibal's Campaign in Italy. 
l'art III. The Macedonian War. 
Livy. Books V-VII. With Introduction and Notes. 13y 
A. R- Cluer, B.A. Extra fcap. 8vo. 3s. 6d. 
Ovid. Selections for the use of Schools. With Introductions 
and Notes, and an Appendix on the Roman Calendar. By W. Ramsay, M.A. 
Edited by G. G. Ramsay, M.A. Second Edition. Extra fcap. 8vo. fs. 6d. 
291iuy. Sclcc[ed Letters (for Schools). With Notes. 13), the 
laie C. E. Prichard, M.A., and E. R. Bernard, M.A. Second Edition. Extra 
fcap. 8vo. 
Tacitus. The 4mmls. 13ooks I-IV. Edited, xvith Introduc- 
tion and Notes for the use of Schoois and Junior Students, by H. Furneaux. 
M.A. Extra fcap. vo. 

Catulli Verone«sis Libcr. Iterum recognovit, apparatum cri- 
ticum prolegomena appendices addidit, Robinson Ellis, A.M. 1878. I)emy 
8vo. 16s. 
 A Commen[ay on Catulhts. 13y Robinson Ellis, M.A. 
186. Demy 8vo. 16s. 
l¥ronct«sis Carmhta Sclccta, secundum recognitionem 
Robinson Ellis, A.M. Extra fcap. 8vo. 3s. 6d. 
Cicero de Oratore. With Introduction and Notes. 13y A. S. 
Wilkins, M.A. 
Book I. 1879. 8vo. 6s. Book II. 1881. 8vo. Os. 
_ 29hiliic Orations. With Notes. 13¥ J. R. King, M._A. 
Second Edxtion. 1879. 8vo. 1os. 6d. 
 Sclcct Letters. With English Introductions, Notes, and 
Appendices. By Albert Watson, M.A. Third Edition. 1881. I)emySvo. 18. 
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Cicero. Select Lctters. Text. By the same Editor. Second 
Edition. Extra fcap. 8vo. 4 s, 
Cicero pro Chtentio. With Introduction and Notes. By W. 
Ramsay, M.A. Edited by G. G. Ramsay, M.A. Second Edition. Extra fcap. 
8vo. 3s. 6d. 
Horace. With a Commentary. Volume I. The Odes, Carmen 
Seculare. and Epodes. By Edward C. Wickham, M.A. Second Edition. 
1877. Demy 8vo. 12s. 
 A reprint of the above, in a size suitable for the use 
of Schools. Extra fcap. 8vo. fs. 6d. 
Livy, Book I. With Introduction, Historical Examination, 
and Notes. By J. R. Seeley, II.A. Second Eition. 1881. 8vo. 6s. 
Ovid. _P. O,idii 2Vaso,ffs Ibis. Ex Novis Codicibus edidit, 
Scholia Vetera Commentarium cure Prolegomenis Appendice Indice addidit, 
R. Ellis, A.M. Demy 8vo. lOS. 6d. 
Persit«s. The Satires. With a Translation and Commentary. 
By John Conington, M.A. Edited by Henry Nettleship, M.A. Second 
Edifion. 1874. 8vo. 7s. 6d. 
'laz.tttts. Thc Trhm,nm,«s. With Notes and Introductions. 
Intended for the Higher Forms of Publie Sehools. By C. E. Freeman, M.A., 
and A. Sloman, M.A. Extra fcap. 8vo. 3s. 
Salh«sA With Introduction and Notes. By W. W. Capes, 
M.A. Extra fcap. 8vo. 4 s. 6d. 
Tacitus. The Amals. Books I-VI. Edited, vith Intro- 
duction and Notes, by H. Furneaux, M.A. 8vo. 1Ss. 
Virgil. With Introduction and Notes. By T. L. Papillon, 
M.A. Two vols. crown 8vo. lOS. 6d. 

2Vettlcship (Il., J][.A.). Lecttrcs and Essays on Subjects con- 
nected with Latin Seholarship and Literature. Crown 8vo. 7s. 6d. 
-- The Roma» Sat«ra : its original form in connection with 
its literary development. 8vo. sewed, is. 
-- Acient Lires of I/'coe«il. With an Essay on the Poems 
of Vergil, in eonnection with his Life and Times. By H. Nettleship, M.A. 
8vo. sewed, 2s. 
Paflillo ( T. L., AZ.A.). A [auual of Comparative Philoloffy. 
Third Edition, Revised and Corrected. 188. Crown 8vo. 6s. 
Pinder (North, JI[.A.). Selectio«s from the lcss l««oz,n Latin 
loets. 1869. Demy 8vo. lS. 
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Sdlar ( lU. I2, 2lf.A.). lomau Pocgs of g/te xtttffttsg71t xtg£. 
ViGiL. By William Young Sellar, M.A., Professor of Humanity in the 
University of Edinburgh. New Edition. I883. Crown 8vo. 9 s. 
 lomat tgocgs of g/te lc]mblic. New Edition, Revised 
and Enlarged. 88L 8vo. 4 s. 
IVorctszvor[h (., 3LA.). Fragcnts and Sccimcns of arly 
Latin. With Introductions and Notes. I874. 8vo. Ss. 

III. GEEK. 

A Grcck Prime,; for the use of beginners in that Language. 
By the Right Rev. Charles Wordsworth, D.C.L. Seventh Eition. Extra fcap. 
8vo. s. 6d. 
Graccac Grammaticac Rndimctla in usure Scholarum. Auc- 
tore Carolo Word»worth. D.C.L. Nineteenth Eition, 88. _mo 4s. 
A Grecl«-English Lcxico¢t, abridged from Liddell and Scott's 
4to. edition, chiefly for the use of 8chools. Twenty-first Eition. 884. 
Square  mo. 7 s. 6d. 
Greek lYrbs, Irrcgular a¢td Dcfcctive ; their folms, meaning, 
and quantity; elnbracing ail the Tenses used by Greek writers, with references 
go the passages in which they are round. By W. Veitch. Fourth Edition. 
Crown 8vo. os. 6d. 
The Elcmcnts of Grcek Accctlttatio¢t (fol Schools) : abridged 
from his larger vork by H. W. Chandler, bl.A. Extra fcap. 8vo. es. 6d. 

A SERIES OF GRADUATED GREEK READERS : 
t;irst Grcck Rcad«r. By W. G. Rushblooke, M.L. Second 
Edition. Extra fcap. 8vo. 2s. 6d. 
Second Greck Rcadcr. ]3y A. M. Bell, M.A. Extra fcap. 
8vo. 3 s. 6d. 
Fottrth Grcek Icadcr ; bebg Stecimens of Greek Dialects. 
With Introductions and Notes, By W. W. Merry, M.A. Etra fcap. 8vo. 
4 s. 6d. 
Fifllt Grcck Rcad«r. Part I. Selections from Gleek Epic 
and Dramatic Poetry, with Introductions and Notes. By Evelyn Abbott. 
M.A. Extra fcap. 8vo. 4s. 6d. 
T/w Goidct Treasm7 of Anciezl Greck Poetry: being a Col- 
lection of "he finest passages in the Greek Clasmc Puets. with Introductory 
lqotices and Notes. By R ri. Wriglat, M.A. Extra fcap.. 8vo. 8s. 6d. 



A Gold«u Treasuy of Grcck lrose, being a Collection of the 
finest passages in the principal Greek Prose Writers, xvith Introductory Notices 
and Notes. By R. S. Wright, M-A.. and J. E. L. Shadwell, M.A. Extra fcap. 
8vo. 4 s. 6d. 

./teschylns. 'rometheus Bou»d (for Schools). With Introduc- 
tion and Notes, by A. O. Prickard, M.A. Second Edition. Extra fcap. 8vo. us. 
 Açamcmnon. With Introduction and Notes, by Arthur 
Sidgwick, M.A. Second Edltion. Extra fcap. 8vo. 3 s. 
Choc2ehoroi. With Introduction and Notes by the saine 
Editor. Extra fcap. 8vo. 3s. 
./tristophanes. In Sin.le Plays. Edited, with English Notes, 
Introductions, &c., by W. W. Merry, M.A. Extra fcap. 8vo. 
I. The Clouds, Second Edition, es. 
I I. The Achanians, us. 
III. The Frogs, us. 
Other Plays will follow. 
Cebcs. Tabtla. With Introduction and Notes. By C. S. 
Jerram, M.A. Extra fcap. 8vo. 2s. 6d. 
Euripides. ./tlccstis (for Schools). By C. S. Jerram, lI.A. 
Extra fcap. 8vo. 2s. 6d. 
[fclcna. Edited, with Introduction, Notes, and Critical 
Appendix, for Upper and Middle Forms. By C. S. Jerram, M.A. Extra 
fcap. 8vo. 3s. 
Herodolus, Sclcctio,¢sfront. Edited, with Introduction, Notes, 
and a Map, by W. W. Merry, M.A. Extra fcap. 8vo. us. 6d. 
Homer. Odysscy, Books I-XII (for Schools). By W. W. 
llerry, M.A. Twenty-seventh Thousand. Extra fcap. 8vo. 4 s. 6d. 
Book II, separately, *s. 6d. 
 Odysscy, Books XIII-XXIV (for Schools). By the 
saine Editor. Second Edition. Extra fcap. 8vo. Ss. 
 Iliad, Book I (for Schools). By D. B. Monro, M.A. 
Second Edition. Extra fcap. 8vo. zs. 
 Iliad, Books I-XII (for Schools). With an Introduction, 
a brief Homeric Grammar, and Notes. .13y D. B. Monro, M.A. Extra fcap. 
8vo. 6s. 
 Iliad, Books VI and XXI. With Introduction and 
Notes. By Hcrbert Hailstone, M.A. Extra fcap. 8vo. s. 6L eacla. 
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Lucian. Vera Igistori« (for Schools). By C. S. Jerram, 
M.A. Second Edition. Extra fcap. 8vo. s. 6d. 
_Plato. Sch'ctions from tac Dialognes [including the whole of 
the Aibology and Crilo]. With Introduction and Notes by John Purves, M.A., 
and a Prefaee by the Rev. B. Jovett, bI.A. Extra fcap. 8vo. 6s. 6d. 
So_phoclcs. In Single Plays, vith English Notes, &c. 13y 
Lewis Campbell, M.A., and Evelyn Abbott. M.A. Extra fcap. 8vo. limp. 
Oedipus Tyrannus, Philoctetes. New and Revised Edition, 2s. each. 
Oedipus Coloneus, Antigone, Is. 9 d. each. 
Ajax, Electra, Trachiniae, 2s. each. 
 Oedipus Re.v: Dindorfs Text, with Notes by the 
present Bishop of St. David's. Ext. fcap. 8vo. limp, IS. 6d. 
Thcoo'iO«s (for Schools). With Notes. 13y H. Kynaston, 
D.D. (late Snow). Third Eition. Extra fcap. 8vo. 4 s. 6d. 
Xenoiphon. ]ïas Selections. (for Junior Classes). With a 
Vocabulary. Notes, and Map. By J. S. Phillpotts, B.C.L., and C. S. Jerram» 
M.A. Third Edition. Extra fcap. 8vo. as. 6d. 
Selcctions (for Schools). With Notes and Maps. By 
J. S. Phillpotts, B.C.L. Fourth Edition. Extra fcap. 8vo. as. 6d. 
./Inabasis, Book II. With Notes and Map. By C. S. 
Jerram, M.A. Extra fcap. 8vo. 2s. 
 Cyropaedia, Books IV and V. With Introduction and 
Notes by C. Bigg, D.D. Extra fcap. 8vo. 2s. 6d. 

Aristolh"sfi'olilics. 13y W. L. Newman, M.A. [Iu prciamtion.] 
Aristotelian Studies. I. On the Structure of the Seventh 
Book of the Nicomachean Ethics. By J. C. Wilson, M.A. ,879. Medium 8vo. 
stiff, Ss. 
Demosthenes and Acschines. The Orations of Demosthenes 
and ;..schines on the Crown. With Introductory Essays and Notes. By 
G. A. Simcox, M.A., and W. H. Simcox, M.A. 872. 8vo. I2S. 
Geldart (E. [., tLA.). The _a[odcrn Greek Lanffuage in its 
relation to Ancient Greek. Extra fcap. 8vo. 4 s. 6d. 
tgicks (E. L.,_aLA.). A _M'auual of Greck ttistorical Inscrip- 
tions. Demy 8vo. ios, 6d. 



lomcr. Odysscy, Books I-XII. Edited with English Notes, 
Appendices, etc. By W. W. Merry, M.A., and the late James Riddell, M.A. 
1876. Demy 8vo. 6s. 
 A Grammar of the Homcric 1)ialcct. ]3y D. ]3. )Xlonro, 
M.A. Demy 8vo. ios. 6d. 
SoiOhoclcs. The Plays and Fragments. ,Vith English Notes 
and Introductions, by Lexvis Campbell, M.A. 2 vols. 
Vol. I. Oedipus Tyrannus. Oedipus Coloneus. Antigone. Second 
Edition. 879. 8vo. x6s. 
Vol. II. Ajax. Electra. Trachiniae. Philoctetes. Fragments. 188I. 
8vo. I6S. 
Sophocles. The Text of the Seven Plays. ]3y the saine 
Editor. Extra fcap. 8vo. 4s. 6d. 
IV. IIENCH AND ITALIAN. 
Brachct' s Ftymoloical Dictionay of the t:reuck Languagc. 
with a Preface on the Principles of French Etymology. Translated into 
English by G. W. Kitchin, D.D. Third Edition. Crown 8v. 7 s. 6d. 
 Historical Grammar of t/w Frcnclz LatEztaffe. Trans- 
lated into English by G. W. Kitchin, D.D. Fourth Edition. Extra fcap. 
8vo. 3 s. 6d. 
Works by GEORGE S&INTSBUIY, 
)grimer of Frcch Litcrature. Extra fcap. 8vo. 2EEs. 
Short Hislory of Frezclz Literature. Crown 8vo. IOs. 6d. 
S])ccimcus of Frenclz Litcrature, from Villon to Hugo. Crown 
8vo. 9 s. 
Corwille's IVorace. Edited, with Introduction and Notes, by 
George Saintsbury, M.A. Extra fcap. 8vo. 2s. 6d. 
[olitre's Les lrdcieuscs idicules. Edited, with Introduction 
and Notes, by Andrew Lang, M.A. Extra fcap. 8vo. is. 6d. 
teaumarchais' Le larbier de Sdville. Edited, with Introduction 
and Notes, by Austin Dobson. Extra feap. 8vo. 2s. 6d. 
ussct's On nc badine ];as avcc l'-/tmour, and Fantasio. Edited, 
with Prolegomena, Notes, etc., by Walter Herries Pollock. Extra fcap. 
8VO. 
Other Plays to follow. 
Z'tloquece dc la Chaire et de la Tribmw Françaiscs. Edited 
by Paul Blouët, B.A. (Univ. Gallic.). Vol. I. French Sacred Oratory. 
Extra fcap. 8vo. us. 6d. 
Quhzet's Lettres à sa 3r#re. Edited by George Saintsbury. 
dVearly rcady. 
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;Edited by GUSTkV. MSS01, B.A. 
Corncillc's Cinua, and ][oli#re's Les Fcmmcs Savautcs. With 
Introduction and Notes. Extra fcap. 8vo. 2s. 6d. 
Loztis «;'[T" attd his Cott/etorarics ; as described in Extracts 
from the best lIemoirs of the Seventeenth Century. With English Notes, 
Genealogical Tables, &c. Extra fcap. 8vo. 2s. 6d. 
[aistre, .Vavicr de. lroyaffe au/oztr de 1ta Chambre. Ourika. 
by l][aclame cle Dut-as; La Dot de Suzette, by 'ievde: Les Jumeaux de 
l'Hôtel Corneille. by EclmondAbout ; blémventures d'un Écolier, by Jodol2bhe 
Tb2bffer. Second Edition. Extra fcap. 8vo. 2s. 6d. 
2[oli3rc's Les Fourbcrics dc Scalin. With Voltaire's Life of 
Molière. Extra fcap. 8vo. stiff covers, s. 6d. 
Iolitre's Les Fottrbcries de Scalbt, and achze's ,4tkalie. 
With Voltaire's Life of Ilolière. Extra fcap. 8vo. 2s. 6d. 
Jacize's .ddromaqzte, and CotTtcillc's Le J]'cntcnr. With 
Louis Racine's Life ot his Father. Extra fcap. 8vo. 2s. 6t. 
Reg'uarans Le youcu; and Brttcys and Pa[aprat's Le Gondeur. 
Extra fcap. 8vo. 2s. 6d. 
Sé2,ig'nc, 3[adamc de, atd hcr chicf Contcmporaries. Selcctions 
front the Corres]ondcnce of. Intended more especially for Girls' Schools. 
Extra fcap. 8vo. 3s. 

l?ante. Selections from the Inferno. With Introduction and 
Notes. 13y H. 13. Cotterill, B.A. Extra fcap. 8vo. 4 s. 6d. 
Tasso. La Gerusalc»tme Libcrata. Cantos i, il. With In- 
troduction and Notes. I3y the saine Editor. Extra fcap. 8vo. s. 6d. 

V. GERMAN. 

7"/c Gcrmans al I-fome; a Practical Introduction to German 
Conversation, with an Appendix containing the Essentials of German Grammar 
Second Edition. 8vo. 2s. 6d. 

7"he Gcr»mn [auetal; a German Grammar, Reading Book. 
and a Handbook of German Conversation. 8vo. 7s. 6d. 



Grammar of t]w Gcrman LactKuage. 8vo. 3 s. 6d. 
This ' Grammar' is a reprint of the Grammar eontained in ' The Gernan Manual,' 
and, in this separate form, is intended for the use of Students who wish to make 
themselves aequainted with German Grammar ehiefly for the purpose of being 
able to read German books. 
Grman Composition ,- A Theoretical and Practical Guide to 
the Art of Translating English Prose into German. 8vo. 4 s. 6d. 

Lessing's Laokoon. With Introduction, English Notes, etc. 
By A. Hamann. Phil. Doe., M.A. Extra fcap. 8vo. 4s. 6d. 
Scbill«r's lVil]whn Tell. Translated into English Verse by 
E Massie, M.A. Extra fcap. 8vo. Ss. 

Also, Edited by C. A. BUCHHEIM, Phil. I)oc. 
Goetbe's EffmonL \Vith a Lire of Goethe, &c. Third Edition. 
Extra tcap. 8vo. 3s. 
. IIhig«,ic anf Tanris. A Drama. With a Critical In- 
troduction and Notes. Second Edition. Extra fcap. 8vo. 3s. 
ttcine's t:'rosa, being Selections from his Prose Works. With 
English Notes, etc. Etra feap. 8vo. 4s. 6d. 
L«ssing's ;7inua vou Earnhclm. A Comedy. ,Vith a Life 
of Lessing, Critical Analysis, Complete Commentary, &c. Fourth Edition. 
Extra fcap. 8vo. 3s. 6d. 
. Arathan dcr IVeise. With Introduction, Notes, etc. 
Extra fcap. 8vo. 4 s. 6d. 
Scbill«r's t[istorischc Skiccn ; Egmonl's Lebcn emd Tod, and 
t]elagerung von Antwocn. Second Edition. Extra fcap. 8vo. us. 6,t. 
lVilbchn Tcll. With a Life of Schiller; an his- 
torical and critical Introduction, Arguments, and a complete Commentary, 
and Map. Sixth Edition. Extra fcap. 8vo. 3s. 6d. 
IVilhclm Tcll. School Edition. With Map. Extra fcap. 
8vo. 2s. 
11alm's Gris«ldis. In Preparation. 

3[odcrn Gcrman Rcad«r. A Graduated Collection of Prose 
Extracts rioto Modern German writers :- 
Part I. With English Notes, a Grammatical Appendix, and a complete 
Vocabulary. Fourth Edition. Extra fcap. 8vo. us. 6d. 
Parts II and III in Preparation. 
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VI. IIATHF.IIATICS, PH.ArSICAL SCIENCE, &c. 

By LEWIS HENSLE'I r, 1... 
Figltres madc Fasy : a first Arithmetic Book. (Introductory 
to ' The Scholar's Arithmetic.') Crown 8vo. 6,4. 
Alswcrs to the Exa»@lcs bz Figttrcs ruade Easy, together 
with two thousand additional Examples formed from the Tables in the same, 
with Ansvers. Cron 8vo. ls. 
The Schola"s Arith»tctic: with Answers to the Examples. 
Crown 8vo. 4 s. 6d. 
Tke Scholar's Al«cbra. An Introductory work on Algcbra. 
Crown 8vo. 4- 6& 
Bayncs (R. E.,_/JLA.). Lcssous on Thcrnz@,uamics. 878. 
Crown 8vo. 7s. 6d. 
A.rlroItotll.)'. Third Edition. ''77- Demy 8vo. zSs. 
Clarke (CoL A. R., C.B., R.t?.). Geodesy.  88o. 8vo.  s. 6d. 
1)olkbz ( IV. F., LA., F.R.S.). Acottstics. 187o. Crown 8vo. 
7s. 6d. 
Galton (Do¢tglas. C.B., F.R.S.). The Cotstr¢tction of [ïrcalthy 
Dwellings; namely Houses, Hospitals, Barracks, Asylums, &e. Demy 8vo. 
Ios. 6,t. 
Ilamillon (R. G. C.), aud 3 e. tTall, t]ook-kccli,g. New and 
enlarged Edition. Extra fcap. 8vo. limp cloth, es. 
Harcotrt (A. G. T'eruoz, 21[.A.), and /L G. /adau 2LA. 
xercises bt tgractical Chemistry. Vol. I. Elementary Exercises. Third 
Edition. Crovn ,gvo. 9 s. 
[aclaroz (ArchibaM). A System of _Physical Edttcatiou : 
Theoretical and Practical. Extra fcap. 8vo. 7s. 6d. 
[ada,z (Il. G., [.A.). Tables of Qualitam,e A,zalysis. 
Large 4to. paper, 4 s. 6d. 
[cuccll (Y. Clcrk, i3[.A., F.R.S.). A TrcaNse ou tïlcctricily 
audIagtetism. Second Edition.  vols. Demy 8vo. xl. xxs. 6d. 
 At Flcncutay Trcalisc ou FlcctriciO,. Edited by 
William Gamett M.A. Demy Svo. îs. 6d. 
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3/[iltchilz (G. 7[., ][.A.). A Trcatise oz Static«. Third 
Edition, Corrected and Enlarged. Vol. I. quilibrium of Coplanar Forces. 
8vo. 9 s. Just ])tbliskecl. 
Utitlaltar lçitcttatics of Solicls atcl Fhticts. Crown 8vo. 
7s. 6d. 
Rollcstou (Ç., 7[.D., F.R.S.). Forus of Animal £ifc. Illus- 
trated by Descriptions and Drawings of Dissections. A New Edition in the 
Pl'ess. 
S»o,lh. t Cycle of Cclcstial Objccts. Observed, Reduced, 
and Discussed by Adlniral W. H. Smyth, R.N. Revised, condensed, and greatly 
enlarged by G. F. Chambers, F.R.A.S. 1881. 8vo. lrice reduced to lZS. 
Stcwart (tTalfour, L£.D., F.R.S.). A Trcatise on Hcat, with 
numerous Woodcuts and Diagrams. Fourth Edition. 1881. Extra fcap. 8vo. 
7s. 6d. 
Stoo,-el[askclyw (7[. H. Af., 7[.A.). Cv3,slallograhy. In the 
Press. 
Verwu-Harcotrt (L. F., :[.A.). ,/I Treatise ou Ri¢,crs and 
Cazals, relating to the Control and Improvement of Rivers, and the Design, 
Construction, and Development of Canals. 2 vols. (Vol. I, Text. Vol. II, 
Plates.) 8vo. 21s. 
 Ifarboztrs and Doc/«s ; thelr Physical Features, History, 
Construction, Equipment, and /Iaintenanee; with Statistics as to their Com- 
mercial Development.  vols. 8vo. 
lVatson (if. llL, 27LA.). A Treatisc 
of Gases. 1876. 8vo. 3 s. 6d. 
lVatson (If. lV., 27[.t.), and S. lU. tTtrbtt3, , [.t. t Trca- 
tise ou tke Application of Generalised Coorditates go the ATzetics of a ]Vlaterial 
Systett. 1879. 8vo. 6s. 
Williamsot (. llç, lhil. Doc., F.R.S.). Chcmist3, for 
Stttt[gtltS. A new Edition, with Solutions. 1873. Extra fcap. 8vo. 8s. 6d. 

VII. HISTORY. 
FinIay (GcoTe, ZZ.D.). A lUisto3, of Grcccc from its Cn- 
uest by the Romans to the prescrit rime, B.c. 146 to A.P. 1864 . A new 
Edition, revised throughout, and in part re-written, with con.-idemble ad- 
ditions, by the Author, and edited by H. F. Tozer, M.A. 1877- 7 vols. 8vo. 
$L os. 
Freetan (E.A., D.C.L.). A Short lUisto 3, of the Norman 
Cozques! ofnfflatd. Second Edition. Extra fcap. 8vo. 2s. 6d. 
A Ifistory of Grecce. In preparation. 
Çeore (lU. iL, ]f[.A. ). Çencaloffical Tables ilhtstrativc of 3[odcrn 
11isto 7. Second Edition, Revised and Enlarged. Small 4to. 1 s. 
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HodKkin (T.). Italy and ker [nvaclers, a.D. 376-476. Illus- 
trated ,vith Plates and Maps. 2 vols. 8vo. I/. i2r. 
Vol. III. The Ostrogvthic Invasion, and 
Vol. IV. The I»EEerial Restoration, in the Press. 
Kitchin (G. IV., D.D.). A History of I;rauce. With numerous 
Maps, Plans, and Tables. In Three Volumes. x873-77. Crwn 8vo. each 
Ios. 6d. 
Vol. I. Second Edition. Down to the Year I453. 
Vol. 2. From I453-16z 4. 
Vol. 3- From 1624-1793. 
Pat,ne (E. 7, [.A.). A tfistory of tke UMtccl States of 
America. In the Press. 
Ranke (L. von). A History of EnKland, principally in the 
Seventeenth Century. Translated by Resident Members of the University of 
Oxford, under the superintendence of G. W. Kitchin, M.A., and C. W. Boase, 
M.A. 1875. 6 vols. 8vo. 3L 3 s. 
Rawlinson (Gcorge, 3[.A.). A ]kranual of Anciczt ttistory. 
Second Edition. Demy 8vo. I4s. 
Selcct Charters and other Illustrations of EnKlisk ConstitutionaI 
History, from the Earliest Times to the Reign of Ed,vard I. A*ranged and 
edited by W. Stubbs, M.A. Fourth Edition. 188i. Crown 8vo. 8s. 6d. 
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